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The Design of Benevolence in the Last Plays of Shakespeare 
Preface 
when I chose to work on Shakespeare for my Ph.D. degree, I was under the 
impression that a thematic study of the Last Plays would be a challenging but not an 
arduous task. It gradually dawned on me that the plethora of interpretative material 
produced during the last four centuries had created such an impregnable fence 
around the bard that it was not easy to discover the real Shakespeare, a timeless 
artist who was also a citizen of the extended Christendom. I had to dig deep to bring 
to light the true religious content of the plays. 
A few words are needed to explain my viewpoint. Modern critics of 
Shakespeare often overlook the fact that sixteenth-century England was not a post-
Christian world of today. The only single book that shaped and controlled people's 
imagination, language and expression was the Bible. If Biblical influence is ignored 
the plays of Shakespeare will be deprived of their true spirit. Bible can be 
understood without Shakespeare but Shakespeare cannot be admired without a 
proper knowledge of Biblical ethos. Although protestant influence was always there 
yet an outright revolt against the Church, or against religion itself, was rather a late 
phenomenon which traces its origin in the pubhcation of Ludwig Feuerbach's Das 
Wesen des Christentums in 1841. The EngUsh translation by George Eliot appeared 
13 years later, in 1854. Nietzsche, Marx, Engles, Bauer and a host of other 
intellectuals who read the book turned atheists. The situation further aggravated 
when Darwin proclaimed his evolutionary theory of 'natural selection' and Freud's 
psychoanalysis was taken as the ultimate insight into the working of the human 
mind. The nineteenth century Europe was an intellectual mess that paved the way 
for a variety of misplaced interpretations of the plays in question. 
The late twentieth-century however witnessed a marked change. Critics like 
Northrop Frye, Frank Kermode and Harold Bloom wrote extensively on the 
relationship between Shakespeare and the Bible. Yet other scholars, including 
Wilson Knight, Roy Battenhouse, Barbara Lewalski and Louise Schleiner drew 
thematic parallels between specific plays and selected biblical passages. However, no 
extensive exploration of an overall relationship between the last plays of Shakespeare 
and the design of benevolence was made by these critics. Many write-ups, published 
recently in journals, have tried to determine Shakespeare's faith with the help of 
Biblical allusions & references found in the text. They are no doubt a bold and 
successful attempt to establish Shakespeare's Christian credentials. Not lately, in 
2007, the Modern Language Association had organized a major conference, 
seemingly to settle this issue: "Shakespeare and Faith: Roman, English, or None?" 
The present study has no claim that it has estabUshed, once and for all, the 
true religious perspective so essential to appreciate the artist. At most, it tries to 
recreate the lost perspective and with some irrefiatable textual as well as contextual 
evidences. 
A PhD thesis is never accomplished alone. I have no hesitation to say that 
the thesis in the present form owes much to Prof. S. N. Zeba, chairperson, 
Department of English, who came to my rescue when it seemed almost impossible 
to submit it within the stipulated time-frame. She was instrumental in appointing 
Prof. Iffat Ara, a Shakespeare scholar as my supervisor. I was inspired by her 
illuminating remarks and close perusal of my work. My visits to her house also gave 
me an opportunity to meet Prof Asloob Ahmed Ansari, the father of Prof. Iffat Ara 
and a living legend of Shakespearian studies. Special thanks are due to Prof. Qazi 
Afzal Husain, Dean, Faculty of Arts, whose unfailing support cheered me up when I 
was in gloom. It would be churlish on my part not to thank Prof Iqbal Ahmed who 
suggested many improvements on the first draft. 
I must also thank my elder brother Dr. Rashid Shaz and my bhabhi Dr. 
Kauser Fatima. They have been a continuous source of inspiration for me. My wife-
Asma- also patiently allowed me to pursue my research project at the expense of 
household chores, holidays and countless other things, all of which reflect her 
dedicated love towards her husband. My children Hana, Hasan and Sana also 
deserve true appreciation. I cannot forget their cooperation when I prevented their 
access to my room in order to concentrate on my work. 
I have no words to express my gratitude to Dr. Ali Alamry, Dean, Khamis 
Community College, King Khalid University, KSA and Mr. M. Radwan, Registrar, 
Khamis Community College, KKU for their continuous support regarding my 
academic endeavor. I also thank Mr. Mir Roomi M. Rehman, whose credit card I 
used for subscribing various online libraries and journals. My parents deserve very 
special words for their love and affection they have always showered on me. And 
finally, I am humbled by the Gracious blessings of God. 
This summer when I came to Aligarh, primarily to submit my thesis, I could 
not fail to notice amazing change that academic policies of the present vice-
chancellor, has brought in my Al-ma Ma-ter. I salute him for creating such an 
environment that also benefitted me beyond my expectations. 
I must, however, take full responsibility for any errors or inadequacies that 
one may find in this work. 
Md. Shahid Kamal 
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Introduction: Definition of Benevolence 
Benevolence is an expression of kindness and altruism. It means generosity 
towards others. It is a form of love. But some theologians like Thomas Jay Oord , 
have argued that love is reciprocal. A loving person must, therefore be both 
benevolent and receive gifts from others. Also, Rob Harle in his article entitled 
"Was Shakespeare An Existential Wimp?" writes that Benevolent means, "to do 
good without thought of profit" . This implies selflessness in the person concerned. 
However, he thinks that there is no such thing as pure benevolence. There is always 
a self-interest involved, though unconscious, behind all human actions. This idea or 
•a 
theory was expounded by Hobbes in "The Leviathan", and as the discipline of 
Evolutionary Psychology matures, the idea becomes more compelling. The ideology 
of Christianity, underpinned by Platonism would argue strongly against it. How 
would people perform benevolent Christian acts of goodness if they believed there 
was no reward? The concept of reward goads one now and later as well. 
There are questions like, how benevolence operates in the last plays of 
Wesleyan theologian and philosopher http://en.wikipedia.org/wiki/Thomas_Jay_Oord 
http://www.robharle.com/pages/shakes.html 
http://oregonstate.edu/instruct/phl302/texts/hobbes."eviathan-contents.html 
Shakespeare, or how benevolent are the parts of body hke tongue, mind and hands. 
Or, how benevolent is human nature? Or, how benevolent are the supernatural 
powers? And what is the benevolent design? These will be focused upon in the 
present study. But Shakespeare's best plays have been interpreted by critics in a 
variety of ways. Interestingly, E. M. W. Tillyard's classic study Shakespeare's Last 
Plays (1938) includes only Cymbeline, The Winter's Tale, and The Tempest 
Tillyard excludes Pericles on debatable grounds of authorship and quality saying 
'although it is likely that the last three acts are mainly Shakespeare, there is no 
proof that he handled them seriously enough to justify our basing any elaborate 
theorizing upon them.' Derek Traversi includes Pericles but is no less Tempest-
oriented as he considers the climax of that play important , Tor it at this point, if 
anywhere, that the pattern of the Tempest, and with it the whole design initiated in 
the history plays and carried through the tragedies to the last symbolic comedies 
here under consideration , is substantially complete.' He feels that Traversi's book 
tries to rescue the late romances from an obscurity they no longer suffer. For 
Traversi, the group of four plays represents a consummation of Shakespere's 
interests and a move towards completeness in drama. 
E.M.W.Tillyard. Shakespeare's Last Plays. London :Chatto&Windus,1938.,p. 22 
Derek Traversi. Shakespeare: The Last Phase. London: Hollis &Carter,1954 p.272 
Raphael Lyne goes on to say about the last plays that they cohere because 
they share generic characteristics. He feels that to some extent one could say that 
they share a genre or a mode called romance. It was not associated with 
Shakespeare's plays at that time. In the well known generic division of the first folio 
edition of Shakespeare (1623), The Tempest and The Winter's Tale are comedies, 
while Cymhehne is a tragedy. Pericles is not included. Whether Pericles is 
Shakespeare's own work or shared by someone is still not proved. Therefore, 
keeping aside this controversy one may accept that Pericles too is a Shakespearean 
play. 
Moreover, the late plays are not an independent entity in Shakespeare's 
canon. They, 'are a natural outgrowth of Shakespeare's experience in writing 
comedy and tragedy' . Northrop Frye in A Natural Perspective expresses a similar 
opinion except that he confines himself to comedy. Also, Allardyce Nicoll wrote in 
i960, 'it may be suggested that much of the current interpretation of the romances 
either imposes on these plays a purpose not in Shakespeare's mind when he wrote 
them or else, if the interpretation be regarded as valid, indicates a failure on his part 
Q 
to achieve that purpose.' David N. Beauregard in an article entitled Human 
Raphael Lyne . Shakespeare's Late Work. New York : Oxford University Press, 2007. 173 pgs 
Hallett Smith .Shakespeare's Romances: A Study of Some Ways of the Imagination-. Huntington Librajy, 1972. p.x 
"What do we do with Shakespeare?" Shakespeare Jahrbuch, 96 (I960) : 45 
10 
Malevolence and Providence in King Lear gives an optimistic Christian 
interpretation, approved by critics like G. Wilson Knight and Roy Battenhouse, who 
emphasize the concept of redemption that suffering leads to growth, self-knowledge, 
patience, humility and love. Ivor Morris, like Granville-Barker and Bradley, believes 
that Lear achieved renunciation when he recognized the bond of love: 
Should we not be at least near the truth if we called this poem The 
Redemption of King Lear, and declared that the business of 'the gods' with him 
was neither to torment him, nor to teach him a 'noble anger', but to lead him 
to attain through apparently hopeless failure the very end and aim of life? 
The article raises the issue of Cordelia and Lear's death. What it says is that 
at the end of the play Cordelia is hanged and Lear dies in a state of delusion and 
hence deserves some sort of redemption. Nahum Tate and Samuel Johnson also 
find the play's ending a violation of poetic justice and a lapse of rationality that 
seemingly justified rewriting the final scene. What one concludes from the article is 
that the foundation of faith seems shattered in the tragedies. King Lear is just one 
example. Lear calls the gods again and again but they do not respond. He dies. His 
daughter Cordelia also dies. There is sin and suffering but no redemption, no 
reconciliation and resurrection, though critics like G. Wilson Knight and Roy 
David N. Beauregard. "Human Malevolence and Providence in King Lear. "Renascence: Essays on Values in Literature 
60( 2008): 199 
'"ibid 
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Battenhouse believe that the play moves towards redemption at the end. All in all, in 
the last plays the foundation of faith appears protected. Almost all the benevolent 
characters are redeemed, resurrected and reconciled to their families. Hence in 
accordance with the article, 'If we turn to various well-known Christian theological 
sources, it is apparent that divine beings are spiritual and invisible, that providence 
operates through the mediation of virtuous human beings, and, most importantly, 
that suffering can have value—it can be punishment for sin, it can be perfective, it 
can be expiatory, it can be redemptive, and it can lead to illumination,' The article 
also refers to Thomas Aquinas, saying that God's justice is proportioned, and 
therefore, Mercy and truth are necessarily found in all God's works, if mercy be 
taken to mean the removal of all kinds of defects. Further that Justice and mercy 
appear in the punishment of the just in this world, since by afflictions lesser faults 
are cleansed, and the just are elevated by closeness to God. Also that God mediates 
His providence and has intermediaries do it, for He governs things inferior by 
superior, not on account of any defect in His power, but by reason of His goodness. 
Thus, the dignity of causality is imparted even to creatures. 
Pericles, Cymbeline, The Winter's Tale and The Tempest, the last plays of 
Shakespeare, have certain common distinctive features. There is affinity with the 
earlier comedies and this helps us see the romances as a natural progression in the 
As quoted in his artic!? by David N. Beauregard. James Walsh and P. G. Walsh, eds. Divine Providence & Human 
Suffering, Message of the Fathers of the Church vol. 18 (Wilmington, Delaware: M. Glazier, 1985). 
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12 playwright's development . The last plays mark a change in Shakespeare writing. 
E.M.W Tillyard sees these plays work out full tragic patterns with the regeneration 
of a new order as well as the destruction of an old one. According to Tillyard, the 
romances of Shakespeare, which close the dramatist's career, and which follow the 
long series of tragedies, complete the pattern of a tragic view of life which the 
playwright wanted to present. Tragedy depicts, in general, the destruction of an 
established order, either through the collision of a human beings' will with the 
forces of destiny or through transgression of laws of nature, which the person either 
fails to perceive or having perceived fails to observe. But in any case the result is 
suffering and loss. This, however, is a limited view of the tragic pattern of life 
because the complete pattern includes some kind of reconciliation, some probability 
of reconstruction after deconstruction, or at least some recognition of tragic error, 
whereby a way to renewal of life is promised. 
These romances do have serious themes which definitely cast a deep shadow 
over the lighter, comic aspects of Shakespeare's plays. And despite all darkness and 
despair, the culmination of each Shakespearean romance is unequivocally happy. 
Quiller-Couch considers this 'by far the most important point of likeness' between 
the earlier and later plays. 'They' he says, 'all deal with human reconcilement'. 
F.D. Hoeniger, ed. Pericles. London: Methuen, 1979p- Ixxilxxiv 
Shakespeare's I -^.st PIays,p.20 
Quiller-Couch, Workmanship^ p.239 
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Before Quiller-Couch, Dowden also expressed similar views that 'dissonance must 
be resolved into a harmony, clear and rapturous, or solemn and profound' . In fact, 
the earlier critic had seen it as just 'not a mere stage necessity, or a necessity of 
composition', but 'a moral necessity' . He thus attributed to Shakespeare some 
higher purpose in writing the romances. It was to show the ordering of a moral 
world. The heroes and heroines, earlier, controlled their destinies by their actions. 
The characters in the romances, however, are often at the mercy of gods. It is only 
divine or ftther supernatural aid that enables a character to attain harmony at the 
end. 
The other mundane aspects of the romances to which Hoeniger refers to are 
that not only the younger generation falls and are united but also the older 
generation actively involve and participate in the process of regeneration ,whereas 
earlier the elders figured only forces of opposition. Hoeniger considers this a 
'peculiar kind of double plot not to be found elsewhere in Shakespeare, and hardly 
» 
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anywhere in Elizabethan drama. Here, parents and children are closely interwoven 
in the structural strand. Thus, the ultimate end of the last plays is benevolence, 
though, each play, begins with human malevolence, conflict, chaos and disorder. 
Antioch in Pericles is incestuous. Tharsus suffers due to natural calamities. And, in 
Dowden, p.403 
Loc. at. 
Hoeniger.p.lxxii 
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Pentapolis the big fish devours the Uttle ones. Also, one suffers, if he or she cannot 
beg. Mytilene is reputed for flesh trade, and the governor as well as ordinary citizens 
attend customer betrothals. And, it is Mytilene who treats Marina as a commodity. 
Families also share the affliction with which each last play begins. Dear ones are 
separated though they are finally reunited. Reunion, divine benevolence is not 
visualized, even as a distinct possibility. Pericles loses his wife to the sea. His 
daughter too is lost and survives without his knowledge under the care of Cleon and 
Dionyza. Even the possibility of a meeting is barred by the intrusion of jealousy. 
Events just spin out of Pericles' control. Some supernatural power holds sway. 
Agony heightens when he discovers an epitaph bearing Marina's name. Pericles' 
suffering is memorable. Repentance is the only way out of this predicament. He is 
firm in his expiation. Thaisa too decides to confine herself to a temple at Ephesus. 
And even Marina seeks divine help. Then, miracles occur, because due to 
repentance, expiation and prayer there is divine intervention. The family of Pericles' 
is reunited. Cermion plays the role of a divine agent. People responsible for disorder 
are punished and Order is restored. Harmony and peace prevail over the universe. 
What is thus dramaturgically transacted is ultimately a perfect benevolent design. 
Cymbeline re-enacts almost a similar dramaturgic pattern. As it begins, it 
exhibits malevolent intentions, chaos and conflict. Two sons of the king are 
kidnapped by a courtier. Imogen, the king's only daughter rebels and marries 
Posthumous, a commoner. There is a possibility of war because the king has refused 
15 
to pay tribute to the Romans. Cymbeline's queen is a wicked step-mother. Cloten is 
the evil step-son of the queen by an earlier husband. The queen wants Cloten to 
become king. Besides these events likely to cause disorder, there is Posthumus' 
suspicion of his wife Imogen regarding adultery and almost deputing lachimo, a 
cynical villain to spy on Imogen to disprove the virgin which she professed to be. 
Posthumous suffers because of the sin of suspicion, and Imogen due to her 
dedication. Thereafter, follows repentance and after that divine intervention. The 
war leads to reunion for Imogen meets her lost prince brothers and so does 
Cymbeline, the king, his separated daughter and sons. Cloten is killed. Even 
lachimo, the cynical Italian regrets and repents. Finally, a benevolent order sets in 
and peace and harmony are re-established, dramaturgically re-affirming the final 
design of an ultimately great and grand benevolence. 
In The Winter's Tale the main emphasis is on the sin of jealousy. Leontes, 
the jealous king suspects his wife of adultery. Polixenes, a childhood friend is the 
culprit. The sin of jealousy strikes at the sacred and long cherished friendship. 
Leontes believes that his wife Herimone and friend Polixenes are lovers. Polixenes 
escapes being poisoned. In retaliation Hermione is imprisoned. In jail a daughter is 
born to her. That adds to the complication. Leontes is furious and orders the child, 
Perdita to be left out in a desert, totally oblivious to a Delphos Oracle forbidding 
him to do so. Conflict and chaos, malevolent intentions are now at their pinnacle. 
All the universe gets involved. Leontes' suffering starts. He loses wife, son and 
16 
daughter. Mamilus, his son was very dear to him. The sinful and misguided king 
repents. Hence it seems order will be restored. There is once again divine 
intervention. Perdita left in the desert was adopted by a shepherd. She was innocent 
and divinely inspired. At sixteen she meets Florizel, a prince. Leontes' repentance is 
followed by miracles. The dead Hermione is resurrected. Perdita, Leontes' real 
daughter is restored to him and he is overjoyed. He is also reconciled with his friend 
Poltxenes. A perfect benevolent design is once more dramaturgically worked out 
and ends all conflict, chaos and evil. 
The Tempest also begins with the malevolent acts of two brothers. Prospero 
commits the sin of negligence. As a result his dukedom is usurped. He is exiled 
along with his daughter, Miranda. However, he controls the sea with magical power. 
He gets two helping hands in the guise of Ariel and Caliban, though Caliban tries to 
kill him and rape his daughter. He suffers for sixteen years by being confined to the 
island away from his native land in complete isolation from the rest of the world. 
His suffering and guilt consciousness ultimately open the doors of benevolence. He 
also indulges in repentance. Finally, he is able to control his enemies with the help 
of magical and supernatural power and gets back his dukedom. He also gets a son-
in-law as reward for his suffering. The sea that was rough earlier is now quiet. It 
pleases and soothes everybody. Once more order is restored and peace and harmony 
reflect a perfect benevolent design. 
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Thus, there is a tug of war between benevolence and malevolence throughout 
the last plays of Shakespeare. Every character, episode, and dialogue illustrates the 
idea of benevolence or vice-versa. Supernatural power is both benevolent and 
malevolent. If Pericles is a malevolent character Antiochus is his opposite. And 
opposed to benevolent Marina is Antiochus' incestuous daughter. If there is true 
love of a father in Simonides for his daughter and son-in-law, there is Antiochus 
who murders his would be son-in-law to continue an incestuous relationship with 
his daughter. If there is the generosity of Pericles in Tyre there is also the treachery 
of Cleon and Dionyza . If a tempest kills Thaisa, another one brings Pericles to 
Myteline to be reunited with his daughter. If the superstitious people float Thaisa's 
coffin in the sea, an intellectual Cerimon opens the coffin and restores her life. If 
divinity destroys Antiochus and his daughter, it also reunites two lost souls. If a 
daughter becomes the cause of the destruction of her father and herself, Marina also 
is responsible for the revival of herself and her father. There is suffering and also 
redemption, death is followed by resurrection. Brothel business flourishes like 
singing, dancing, sewing and cooking. A treacherous servant like Leonine has a 
counterpart like the truthful Helicanus. There are souls like Antiochus and his 
daughter, and Marina and her father. However, in this tussle between benevolence 
and malevolence in the last plays benevolence prevails. 
Similarly, there is a tug of war between benevolence and malevolence in 
Cymbeline. If the queen plots against Posthumus, then there is divinity too plotting 
18 
against her wicked design. A spoilt son Cloten has a rival in a noble man like 
Poshtumus Leonatus. If lachimo exhibits Michaivaillian treachery Imogen is 
perfectly honest. If Posthumous has callous friends Cymbeline's Guiderius and 
Arviragus are sober. Britain and Rome, once at war are now peaceful. Two lovers 
Posthumus Leonatus and Imogen, are re-united. 
The design of benevolence and its opposite are also found in The Winter's 
Tale. Leontes rages against Hermione in the beginning, but expresses his true love 
for her at the end. The news of Hermione's supposed death is followed ultimately by 
her resurrection. Perdita thrown out into the forest in the beginning is restored to 
her father at the end. Leonates rages and roars against Paulina and ends up 
begging, forgiveness and seeking her help. The two friends Polixenes and Leontes 
turn rivals because of Perdita, are also reunited through her at the end. 
The same tussle between benevolence and malevolence is present in The 
Tempest. Antonio plays the role of a malevolent character whereas Prosper© is 
benevolent. Antonio's wicked design to dethrone his own brother is defeated by 
Prospero's magical powers and patient forbearing that assist him to get back the 
dukedom from his treacherous brother. The savage and uncivilized Caliban, is 
curbed by a civilized spirit like Ariel. If the lovers are tried and tested they are also 
formally rewarded. 
19 
At the end of each play benevolence prevails over malevolence. Benevolent 
actions crush evil designs. And, therefore benevolence finally triumphs. In Pericles, 
the malevolent Antiochus and his daughter are destroyed by divinity. Cleon and 
Dionyza , too meet a similar end. Pericles, Marina and Thaisa, despite heavy 
suffering are rewarded for their benevolent acts. They seem to suffer for a short 
while but soon enter into a peacefiil abode. 
In Cymbeline peace to Britain returns with the death of the malevolent 
queen and her son Cloten . Posthumous Leonatus gets back Imogen after realizing 
his mistakes. The two fighting armies of Britain and Rome also reconcile on even 
terms. The king repents and gets back his two sons Guiderius and Arviragus. 
Another malevolent character lachimo is forgiven after he realizes his faults which 
further proves that benevolence has an upper hand. 
In The Winter's Tale Leontes realizes his sin in suspecting his innocent wife 
after the loss of his son Mamillius and supposed death of his wife Hermione. And 
he turns to gods to seek forgiveness. Hence, he is not only redeemed but the gods 
are benevolent enough to restore his daughter Perdita. Hermione is resurrected. 
Leontes and Polixenes become friends and their friendship is further strengthened 
by the marriage of Florizel and Perdita. The young generation plays a key role in 
forming the play's benevolent design. 
20 
In The Tempest Antonio, a malevolent brother is dethroned and the real 
duke of Milan, Prospero gets back his dukedom. Prospero uses magic and intellect 
to obtain his rights. The benign influence of the young generation has a therapeutic 
effect on everything. For instance Antonio is forgiven. Hence, Hans Urs von 
18 
Balthasar a Catholic theologian quoted by Edward T. Oakes in his article makes a 
tall claim: "the real dramatist of forgiveness is and remains Shakespeare." Though 
there are some ups and downs, like Caliban tries to rape Miranda, and Sebastian 
and Caliban plot to kill Prospero yet after all the kind dictum of the play 
supervenes. Music also affects the benevolent design of the play. When Thaisa is 
resurrected, Cerimon asks for music to be played before Pericles. Also, Paulina in 
The Winter's Tale asks for music before the resurrection of Hermione takes place. 
Shakespeare was more influenced by the plays written in the Middle Ages at 
the end of his career and the design of benevolence appears to be the central 
concern in the religious drama of the Middle ages. In the three medieval dramatic 
genre — mystery, morality and miracle — the dominant theme is God's benevolence 
towards the sinful humanity. God's mercy is freely extended to all mankind without 
exception. To partake of this mercy, sinful man must first accept it as His supreme 
Benevolence. He must also accept the fact that Christ's suffering shall be the means 
Edward T. Oakes. "Dramatist of Forgiveness". First Things: A Monthly Journal of Religion and Public Life. 144(2004):44 
21 
of man's salvation. Faith itself is the decisive factor in man's salvation. In the 
mystery plays God's justice and His reward and punishment is enacted. The purpose 
was to persuade men to act virtuously and the method adopted was the 
dramatization of the hell-fire sermon. However, the moralities had a quite different 
way of putting things. Sin, as it manifested itself in the human behavior had its 
impact on his relationship with God. In the mysteries and the moralities man's 
relationship with God was emphasized. Thus, through the mystery plays the history 
of creation leading on to the last judgment was shown. On the contrary, the 
morality plays presented single characters whose relationship to God served to 
define everyman's relationship to God. The process by which this representative soul 
attains salvation reflects the salvation of mankind. Man attains salvation because 
God will forgive him for the offence he is guilty of. The morality play ends 
necessarily with the forgiveness of an erring hero. Thus, the pattern of sin-
repentance-forgiveness constitutes the basic pattern of a medieval morality play. In 
Shakespeare, the ingredients of these medieval plays were used frequently. 
The fundamental concern of medieval drama in England was to 
dramaturgically portray man's relationship to God. In Elizabethan romance comedy 
the primary motive was to show man's relationship to man and also man's 
relationship to woman. In this comedy the sinner was forgiven when he repented. 
The end, therefore, was peaceful because forgiveness is a fundamental Christian 
doctrine. Both Luther and Acquinas emphasized it in their own style. Forgiveness 
22 
and mercy were considered cardinal virtues. Aggression needed charity to control it. 
The Elizabethans believed that God created a perfect universe in vrhich absolute 
harmony prevailed. Satan goaded by pride rebelled against God. Man created in 
God's image succumbed to temptation, tasting the fruit that was forbidden. This 
disturbed the universal harmony, and man's disobedience led to his fall and brought 
about corruption in the divine order of the universe. Christ, through Incarnation 
and Atonement for man's sins will bring him salvation. God's grace can also save 
man if he leads a good life and indulge in contemplation and prayers. 
19 20 
E. M. W. Tillyard and Robert Grams Hunter were of the opinion that the 
created universe is divided into two parts. The smaller part is the sublunary sphere, 
the world of time and change, birth, reproduction and decay, life and death or the 
world of mutability. This earth is at once the centre of the universe and also its 
lowest and crudest part. It is surrounded by water, and above it, are air and fire. The 
earth is a form of sphere around which revolve a number of concentric spheres, 
which form the second and the larger part of the universe. The moon is the dividing 
line between the world of time and change and the timeless eternal world of the 
planets and stars. For example, Shakespeare's phrase 'beneath the visiting moon', 
would lose much of its effect if divorced from this cosmic setting. Above the moon, 
are Mercury, Venus and the Sun, Mars, Jupiter, Saturn, and the fixed stars. Next, is 
The Elizabethan World Picture, London: Penguin Books Ltd, 1943. 
Shakespeare and the Comedy of Forgiveness. New York: Columbia University Press, 1965. 
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the sphere of Premium Mobile, which is regulated by the highest order of angels, 
called Seraphs, and which set all the spheres in motion, thereby producing a 
heavenly music. Each of the spheres is directed by an order of angels or 
'Intelligences'. God himself was believed to reside, attended by hosts of angels, in 
the 'empyrean' which was beyond 'the fixed stars'. 
Furthermore, Elizabethans considered all created things linked together and 
arranged in a fixed hierarchy, which was often thought of in terms of a ladder or 
chain called the Great Chain of Being. The metaphor, says Tillyard, served to 
express the unimaginable plenitude of God's creation, its unfaltering order, and its 
ultimate unity. The chain stretched from the foot of God's throne to the meanest of 
inanimate objects. Every speck of creation was a link in the chain, and every link, 
except the two extremities, was simultaneously bigger and smaller than another: 
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there could be no gap . Between God and man were the angels, who therefore held 
an intermediate position. Their nature was purely intellectual and their function was 
to act as God's messengers, and to protect man. But there were those amongst the 
angels who had fallen from grace, and who were out to do mankind much harm. 
Like the angels man, too possessed the faculty of reason but man also 
partook of the nature of what was immediately below him, that is the beast. Hence, 
he was a link between matter and spirit for he was below the angels and above the 
Tillyard.op.cit., p.23 
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beasts. Along with reason man had existence, Ufe, feeUng and understanding. The 
animals had all these features except the faculty of understanding. Then came the 
plants, which possessed existence as well as life but lacked sensitivity. At the bottom 
of the scale was mere existence, for example, metals, stones and rocks. Now because 
man had within himself all the qualities of earthly existence, he was often called 'the 
little world', or microcosm. 
Within each class, there appeared hierarchy, often defined as 'degree'. Among 
the metals for example, gold was higher in the scale of being than brass, and the 
dolphin's place was above all fishes, as was the eagle above all birds. Similarly, in the 
world of vegetation the oak was considered nobler than all other trees, and the rose 
best among flowers. So was the king or ruler supreme over his subjects, as also was 
father the head of the family, and man himself superior to woman. Even the human 
body itself was thought to be constituted of a hierarchy. Thus, the head ruled the 
liver and the heart. Hierarchy existed among the planets also. Thus, the sun was 
most important among heavenly bodies. Even among the angels a rigid hierarchy 
prevailed, although, there was no common agreement regarding the names of the 
superior or inferior ranks. Furthermore, the Elizabethan conception of the universe 
was very integrated and unified so that within it there was subtle correspondence. 
For example, the king among men, the sun among planets, the lion among beasts, 
the eagle among birds, and, the rose among flowers had correspondence. There was 
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also the obvious correspondence between universe as macrocosm and man as 
microcosm. 
This was the picture of a cosmic order which the Ehzabethan consciously 
accepted as perfect. Through it he viewed the entire universe as an integrated 
pattern, which, to him was indeed majestic and awe-inspiring. The feeling of being 
an outsider in an indifferent universe was not there because man had a well-defined 
place in a totally ordered universe. However, the pattern could sometimes be 
precarious because harmony could prevail only as long as assigned places in the 
scheme of things were quite strictly adhered to. In the absence of correspondence, 
disorder was bound to affect the entire system, or the universe itself The 
Elizabethan, therefore, was sometimes haunted by insecurity and even a vague 
metaphysical fear lest chaos should oust order in this well-ordered creation and, 
therefore, sensitive beings in particular were alarmed whenever they saw any of the 
links, forming the chain of being overstepping their assigned limits. Committed to a 
well-ordered cosmos, the Elizabethan considered all that happened on earth as part 
of a divine plan that made his life meaningful. Extreme pessimism was, indeed quite 
out of question. Though the earth was the basest of the elements, and contained the 
dregs of the universe, yet man was superior to all earthly creatures, and after all, was 
he not created in God's image! 
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Focusing on man in particular, the Elizabethans propounded a theory which 
made them beheve that what decided the quality of a man, a beast or an inanimate 
thing was the proportion in which each had within itself the four elements, earth, 
water, air and fire. If the proportion was right the product was perfect and not 
easily subject to decay and corruption. For instance, in diamond, the elements would 
be better mixed than in any other stone. And, in Julius Caesar, when Antony says 
that Brutus had excellence and nobility of character, a proper mixture of elements is 
referred to as: 
The elements 
So mix'din him that nature might stand up 
And say to the entire world, 'This was a man!' 
(V.v.73-5) 
The four elements earth, water, air and fire were essential constituents that 
made up human body and also the food it ate. The Elizabethan concept of freedom 
of will, and, along with it, the prevailing thought and also the influence of stars on 
human destiny was quite known. Astronomical influence could have had a 
rationale, given the belief in the chain of being, yet it was never the determining 
factor in the Elizabethan thought not at least as influential as was the concept of 
freedom of will, which had reason as its determining factor. However, the entire 
universe being inter-related, stars were thought by many to influence man's 
disposition also. However, in the final analysis, man was partly, if not wholly his 
own master, and, therefore, master too of his fate. The weaker the will, reason being 
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weak, the stronger would be the influence of stars. Thus, weak men succumbed for, 
they did not exert enough reason, and their will over which they had power, their 
wills being free. But then astronomical influence too was not a matter of superstition 
only, for the agreement was that planets were created only to do well, and it was 
only man's fall that disturbed the harmony of the universe. Planetary influence was 
part of an overall divine plan. Being endowed with the faculty of reason man could 
mitigate astronomical influence itself Beasts had no reason, and therefore, the factor 
of stars was supreme. 
According to the Elizabethans, reason in man's nature was divine. It was the 
elements in man that distinguished him from the beast and made him more akin to 
God and the angels. It had two constituents: the understanding or wit, and, the will. 
But then man's intelligence and wit were of necessity imperfect for whereas the 
angels knew all that they were capable of knowing, their knowledge was intuitive , 
man begins from a state of ignorance. He had to learn, and this learning was a slow 
and painful method being discursive. He had to learn about God, and about the 
world of created things, and also about himself. His fall had impaired the power of 
understanding. As a consequence he was now allured by the illusion of his senses. 
This made thinking and learning rather painful processes. The fall had similarly 
corrupted man's will also, for, whereas the angels only will that which accorded 
with the will of God, man often acted against his better judgment and followed the 
call of his instinct and passion against dictates of his reason, thereby ' abandoning 
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the dignity of his proper nature' and behaving Uke a beast. Not that Ehzabethans 
preached complete absence or denial of passion. They did accord it but its 
appropriate significance recommended that it be kept under strict control. What was 
invoked was the rule of the golden mean and of moderation. Thus, what Hamlet 
admired in Horatio's character was that his 'blood and judgment' were 'so well co-
mingled'. 
The next important issue is what the Elizabethans thought about forgiveness 
and salvation. St. Thomas Aquinas believed that the forgiveness of sin depended 
upon the atonement, habitual care and charity. Atonement was a supremely 
important act, and therefore, care and charity had to be constant factors. Penance 
had to have three essential constituents. There had to be contrition, confession and 
satisfaction. Of these the first had to be contrition. The 'voluntary sorrow for sin 
whereby man punishes in him that which he grieves to have done' was said to be 
contrition. It could be a formal sacrament of penance, but could be non-sacramental 
also. In either situation it was thought, "the cause of the forgiveness of sin". 
However, its nature as an occasion for forgiveness had to be carefully defined. This 
was because "God alone" was "the principal efficient cause of the forgiveness of sin". 
Contrition as the 'positive' and the material cause of forgiveness was understood in 
the sense of its having "disposed matter to receive something". But then salvation 
was dependent entirely on God's grace and benevolence for mankind, as was 
manifested in Christ's sacrifice for humanity. Therefore, without grace, forgiveness 
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of sin was impossible. Furthermore, forgiveness was also dependent upon the will of 
the sinner, for contrition had to have the sinners' will as an essential constituent. 
The participation of the sinner's will, would ensure that contrition was indeed 
experienced. The 'will to atone' was, therefore, mandatory. Contrition makes God's 
mercy available. In fact, contrition was medieval Christianity. It had themes central 
to medieval religious drama also. Contrition was the answer to the persistent 
question, "What shall man to do to be saved?" Of course Luther did not agree, and 
challenged the answer, insisting that "the forgiveness of the guilt does not rest on 
the contrition of the sinner nor on the office or power of the priest. Rather it rests 
on faith which clings to the world of Christ." This insistence is at the heart of 
Luther's break with Catholicism. Though the English reformation drew its first 
intellectual and spiritual reformation from Luther's revolt, it did not finally accept 
sola fides as its basic doctrine regarding the forgiveness of sins. In fact it appears 
that the orthodoxy in which Shakespeare and his contemporaries were expected to 
believe was very close to Summa Theologica when it came to the forgiveness of sins. 
This then was the perspective in which the plays of Shakespeare would have 
to be set. The detailed pattern supplied Elizabethan poets and Shakespeare pre-
eminently, with an endless source of metaphor and imagery. It was charged with a 
great collective emotional energy. Shakespeare often describes his king in terms of 
the sun, or the eagle or dolphin and uses fire as an indication of nobility and music 
as an expression of order and harmony both within and without. The best example 
30 
of Shakespeare's use of these details of a world order is to be found in Macbeth, 
when Macbeth murders his king, the whole order, we feel is upset. All nature suffers 
from an upheaval as a result. Macbeth's act has cosmic reverberations. Similarly, in 
Prides the harmony of the universe is disturbed by the incestuous relationship of 
Antioch and his daughter. Other examples include Posthumous Leonatus suspecting 
his faithful wife Imogen for adultery and executing an order to murder her. 
Imogen's wooing of Posthumous a commoner in Cymbeline and Leontes' suspicion 
of his innocent wife for adultery in The Winter's Tale as also Antonio's usurpation 
of Prospero's dukedom in The Tempest, and each becomes a sufficient cause of the 
universal turmoil that ensues. Malevolence, Disorder, conflict, and chaos are the 
consequence. Only contrition and remorse then restore harmony. And, when 
repentance is genuine. Divine Benevolence gets initiated, and the benevolent design 
in the old order is restored. What becomes manifest ultimately is the universe of 
Divine Benevolence. 
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chapter II 
Theme of Benevolence in Pericles 
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The Design of Benevolence in the Last Plays of Shakespeare 
Theme of Benevolence in Pericles 
The introduction to Pericles ends its sixth and last section entitled literary 
interpretation on a sub-heading 'Pericles and the Miracle Play' in the contents of 
which Hoeniger, the editor, makes what should be considered a significant 
contribution to the understanding of this play. Hoeniger later mentions its features 
but before that he writes: 
The play is curiously, and I think, significantly like the vernacular religious drama 
in its later and more developed and less rigid forms, especially the Saint's play. 
One could argue that from plays of this kind with which Shakespeare was surely 
acquainted, most of the broad structural features of Pericles are derived . 
That a miracle play had as its source the miracle of saints cannot be disputed, 
but, to establish it as 'miracle play' a 'Saint's play' caused surprise. Therefore, The 
Oxford Companion to English Literature was consulted to find out if 'Saints play' 
had indeed been treated as an independent category with a description of it given 
under a separate and prominent entry. The Companion had no entry described in it 
as 'a Saint's play'. Under the entry 'Mystery Plays' , 'Miracle plays' was mentioned 
'F.D.Hoengier.ed. Cymbeline. Britain: Methuen &Co Ltd,1969 
'Ibid. p.Jxxxviii 
' Margaret Drabble,ed.Oxford:OUP,2000 
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as the earlier name of 'Mystery plays' and miracle plays were described strictly as — 
'enactments of the miracles performed by saints' . 
But, The Companion brings in the description of the mystery cycles in which 
'the miracle play' loses its identity. These expressions 'miracle' and 'mystery' often 
develop in meaning. To understand the play Pericles it would help rather follow 
Hoeniger's lead and not only consider the 'miracle plays' as a separate category from 
the mystery play cycles but one should also try to understand what was 'a Saints 
play'. The Compact Oxford Dictionary gives almost the same descriptions of both 
'miracle plays' and 'mystery plays' — a medieval play based on biblical stories or 
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the lives of saints. In the Dictionary of World Literary Terms under the entry 
'miracle' the following description follows: 
Medieval religious drama in which, a divine miracle plays a part. Sometime on the 
life of a saint, but frequently, a problem in contemporary life, solved by divine 
mtervention. 
Under the entry 'mystery' Shipley gives the following description: 
In its heyday the mystery play was a vast spectacle with many of the 
characteristics of the pageant and the Circus, formless and often grotesque , an 
incoherent mixture of drama and low comedy , intended to represent (in its 
' Ibid.p.695 
Catherine Soanes, Sara Hawker,e{i.Oxford:OUP,2004 
' Ibid,p.537 
' ibid,p.557 
' /osepfi T.Sh!pley,ed.l993 
' Ibid,p201 
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central themes) a Bible story , esp. the life of Christ or the biography of a king , 
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saint or hero . 
The Arden editor refers to his unpublished London doctoral dissertation for 
the evidential detail; for the assertion that the structure of Pericles closely parallels 
that of certain miracle or saint's plays. 
He further elaborates: 
English saints plays have been somewhat ignored because only few have survived. 
But it is known that many were performed all over England from about 1100 to 
1580, and such a long tradition can hardly have failed to make an impact on the 
professional writers for the Elizabethan stage. 
Next, Hoeniger acknowledges J. M. Manly as the first scholar 'to have 
recognized the importance of these miracle plays for an understanding of 
Elizabethan drama.' Manly says Hoeniger ' sharply differentiated' the 'cyclic plays of 
Chester, York and elsewhere', which he says dealt with 'subjects drawn from 
scripture', whereas miracle plays, as Manly defines the term deal with 'subjects 
drawn from the legends of saints and martyrs'. Further, the miracle plays, claims 
Manly 'were more important for the development of the drama in England than the 
1 .12 great scripture cycles. 
'° !bid,p205 
Hoeniger,p.Ixxxviii 
From 'The Miracle Play in Medieval England' Essays by Divers Hands (I927)p.133-53 
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According to the Arden editor, 'the most important fact concerning the 
miracle play is that its material was essentially romantic' . The stories in the miracle 
plays 'were essentially like that of Pericles. The shift from a religious to a more 
broadly secular emphasis came easily in the Renaissance.' 
What Hoeniger finally would say is that Shakespeare's Pericles is a saint's play 
secularized. England too had its established miracle play tradition though the French 
repertoire is thought to be better. Hoeniger writes: 
All that was needed in Pericles was to carry one step further the process of 
secularization, already much in. evidence in some of the later miracle plays: to 
replace God or Christ by Diana or Neptune, and the Christian saint or apocryphal 
character by a prince or princess; for there is no greater difference between the 
saints' legends and the romance of ApoUonius of Tyre. They are both biographical 
romances. The fate of Pericles like that of St Andrew or Mary Magdalene or Tobit, 
is governed by Providence. Like them, he undergoes manifold adventures, which 
bring upon him great suffering. Like them he is lifted out of despair by a 
miraculous-seeming intervention of a god—Christ or Diana . 
The broad structural features of 'the saints' play' may be compared with those 
of Pericles., the Shakespeare play. They are 'at any rate parallel,'— 
among them the device of the choric presenter in the person of the poet, the 
building of the action out of a large number of loosely related episodes, the 
treatment of the play as a 'pageant' rather a work of highly concentrated action 
around a central conflict the tragi-comic development of the action the larger 
Hoeniger,p.lxxxbc 
" Ibid 
" Ibid 
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part taken in it by supernatural powers, and the construction of the whole so as 
to serve an explicit didactic end. 
This, says Hoeinger, will help in understanding Pericles. Its story as well as the 
chorus is medieval, and also its dramatic form is medieval". Hence, it echoes as 
Hoeniger says 'the spirit of a bygone age in its underlying thought or purpose also?' 
Its 'effect' is also one of 'wonder' regarding the mysteries and miracles of existence? 
The opening chorus reveals its basic intention—the purpose is to make men 
glorious. This statement also adequately describes the 'basic aim of the legend of 
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saints and of the miracle plays derived from them.' 
Shakespeare wanted Pericles to be 'more Christian'. Rather, the tragi-comic 
pattern of the story of ApoUonious of Tyre was more carefully presented by 
Shakespeare than Gower, Twine, or Wilkins. Shakespeare, says the Arden editor, 
conceived suffering in a great man's life in terms of Christian terminology. His play 
remains secular in content. 
If Hoeinger's interpretation of Pericles, is convincing that its pattern resembles 
a miracle or a saint's play then it is worth admiration. Passive suffering would then 
be acceptable. This apart, the romantic quality, the episodic nature gathering itself 
into a vast spectacle, supernatural participation, the strain of 'wonder', the themes of 
patience and redemption, the choric presenter and the implicit didactic end would 
ibid,p.lxxx\iii 
Loc.cit 
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all be very acceptable devices. In short, it would help accept the play as the spectacle 
that Kenneth Muir believes Shakespeare 'was converting the wheel of Fortune into 
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the wheel of Providence and showing the triumph of patience,' in the last plays. In 
these plays Shakespeare presents a type of world where benevolence and kindness 
operates through different shapes and styles. Unlike the tragedies, evil men and their 
evil designs are ultimately frustrated and crushed. The benevolent characters steal 
the show at the end. 
Pericles, the hero of Shakespeare's play of the same title goes through many 
trials and tribulations and ultimately gets rewarded by unforeseen divine forces. 
Kenneth Muir says, 'The misfortunes that befall Pericles are accidental, and the 
restoration to him of his wife and child is due to the workings of Providence.' . He 
has also referred to Thomas Green in this context saying 'The intervention of the 
gods in human affairs sometimes recalls the epic tradition of the "descent from 
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heaven." Diana's appearance in Pericles may reflect this tradition. Together these 
readings would visualize Pericles as a spectacle. 
Diana plays an important role in the making of benevolent design in Pericles. 
Elizabeth Hart in an article writes that Diana 'is a providential deity who offers 
Shak espeare an icon of female authority capable of restoring Pericles to his role as 
" Ibid ,p.36 
" Ibid,p.37 
The Descent from Heaven .New Haven: Yale University Press, 1963. p. 99 
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king' , Hart also writes about Diana as 'one of a group of powerful "Mothers" who 
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had long been venerated in the eastern Mediterranean'. She believes that 
'Shakespeare was likely to have known of her cult there and that he may have 
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exploited her associations with fertility in The Comedy of Errors and Pericles' 
Kenneth Muir writes that 'The sources of Pericles are based on the old, 
unsophisticated story of ApoUonius of Tyre' . He also says that the authenticity of 
'Pericles has come down to us only in a bad quarto; and the obvious differences 
between the first two acts and the last three may be due to the differing competence 
of two reporters (as Philip Edwards has suggested) rather than to the fact that 
Shakespeare was responsible only for the last three acts,' and 'in any case, the first 
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two acts form a kind of prolog to the rest of the play.' 
Pericles' desire to seek Antiochus's daughter's hand has different 
interpretations. Wilson Knight has discovered a lust motive in Pericles. To him, 
Pericles' praise for Antiochus' daughter is extravagant. His self-defense that it is 
instinct divinely implanted is lust rather than love. Wilson Knight thinks it 'a fail in 
theological sense', but also finds Pericles' eyes opened to 'this glorious casket stor'd 
with ill' who has found 'sin' within a thing of beauty. Pericles accuses her of being 
F. Elizabeth Hart. "Great is Diana" of Shakespeare's Ephesus ; Studies in EngUsh Literature, 1500-1900, Vol. 43, 2003. 
"' Ibid. 
'' Ibid 
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'a fair viol' and only hell could dance for what crime she has committed. Pericles 
says: 
You are a fair viol, and your sense the strings 
Who, finger'd to make men his lawful music. 
Would draw heaven down and all the gods to hearken; 
But being play'd upon before your time. 
Hell only danceth at so harsh a chime. 
(I. L 81-85) 
The first riddle given to Pericles by Antiochus to solve hints that Pericles 
should avoid Antiochus' daughter. For the riddle compare her to "fair Hesperides 
/With golden fruit, but dangerous to be touch'd" (I. i. 27-28). Further, that an 
incorrect answer will lead him to death. Pericles compares the gravity of his task to 
one of the twelve labors of Hercules, who too referred was in terms of skulls of 
suitors by a king, suitors who had failed to answer and so lost their lives. In fact, 
Antiochus was not at all willing that anyone should marry his daughter for 
according to Maurice Fiunt, he was secretly 'committing incest with his daughter, 
Antiochus had no intention of releasing her to the successful riddle suitor' . Father 
and daughter break the benevolent order of the family system designed by God. 
Pericles understands the riddle and says: 
Great King, 
Few love to hear the sins they love to act; (l.i.92-93) 
Shakespeare's Labored Art: btir, Work, and the Late Plays. p.71 
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Pericles hates Antiochus' incest. Pericles' hatred and condemnation are in fact 
benevolent acts. 
Kings are earth's gods; in vice their law's their will; 
And if Jove stray, who dares say Jove doth ill? 
(I. i.104-105) 
Pericles being aware of the truth is afraid regarding his own life. His 
counselor, Helicanus advises him to "travel for a while" (I.ii.l06) until Antiochus 
either forgets his rage or dies. In any case incest was part of the dramaturgic 
spectacle that Pericles witnessed. 
Making an escape to Tyre Pericles suffers for the thought of incest was 
abominable. Not unlike Hamlet deep melancholia overcomes him. However, it is 
God's design not to punish sinners without warning or without giving them a 
chance to indulge in remorse if they are inchned towards repentance. Pericles' guilt 
is that he enters a world of incest unaware. Awareness makes him seek God's 
assistance, since God's purpose is to establish order and punish those who disturb 
the order of the universe and allow repentance. Establishment of order is a 
stepping stone to benevolence. Antiochus is not a model for his subjects. He 
degrades himself to the level of a beast. His malevolent act disturbs the benevolent 
order of the universe. Oppression and exploitation prevail in his kingdom. The 
tyrant king who has caused disorder has to be punished to restore a benevolent 
world order for the good of mankind. And whoever has fallen prey will be given a 
chance to expiate. And, therefore, Pericles is given ample opportunity. 
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Wilson Knight thinks Pericles' fear of Antiochus is irrational; and Pericles also 
realizes that his silence will be, like Hamlet's, an ever-living threat, for as he says, ' 
Antiochus will think me speaking though I swear to silence' (I. ii. 19). Pericles feels 
guilty, yet is uncertain how far the 'offence' is his own (I. ii. 92). 
Pericles' gift in the form of grain to the starving citizens of Tharsus is 
benevolent work. It stresses the value of generosity. Pericles begins atoning for his 
unconscious involvement with lust. There are critics who do not accept this as a 
benevolent act. To them, Pericles was in need of shelter and he got it at Tharsus. 
Such critics according to Maurice Hunt are Annette C.Flower and Stephen 
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Dickey. Their opinion is challenged that Tharsus was close to Antiochus and one 
could approach it easily. Rather it was benevolence which dragged Pericles to 
Tharsus. 
The picture portrayed by Cleon and Dionyza about the situation at Tharsus is 
frightening . Queen Dionyza's words depict the horror, for in Tharsus, mothers 
were ready to devour their babes whom they fed with milk, and the husbands were 
ready to draw lots with their wives as to who was to die first. For such indeed was 
the prevailing situation: 
Those mothers who, to nuzzle up their babes. 
Thought nought too curious, are ready now 
Maurice Hunt. Shakespeare's Labored Art: Stir, Work, and the Late Plays. 1995- p-8l 
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To eat those little darlings whom they lov'd. 
So sharp are hunger's teeth, that man and wife 
Draw lots who first shall die to lengthen life. 
(I. iv. 42-46) 
Tharsus was starving too. Pericles had seen how Antiochus' daughter had 
eaten the flesh of her mother. He stopped this at Tharsus. Out of benevolence, he 
offered grain even though he knew that Tharsus could not offer him proper shelter, 
and as he feared that his presence will be known to Antiochus, he left for an 
unknown destination. 
He reached Pentapolis where the king is 'the good Simonides' (II, i. 107), who 
is the opposite of Antioch. At Pentapolis, Pericles comes to know from the poor 
fishermen that a tournament to select a suitor for the king's daughter was on. 
Pericles again decides to try his fortune by participating in the love-contest at the 
palace. Luckily, the fishermen also find his 'rusty armour' and give it to him. This 
was a good start for the contest. The design of the play moves towards benevolence. 
First he had met Antiochous, a tyrant king. Now he prepares to meet 'Good 
Simonides'. Fortune follows the providential designs made explicit in the play. The 
design gradually moves towards order. An oppressor Antiochus no more exists. 
Participating princes are honoured. The king, a father has to fulfil his responsibility 
to marry his daughter to the best prince among the suitors. The king, unlike 
Antiochus makes his daughter aware of her responsibilities towards the assembled 
princes: 
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Princes in this should live like gods above, 
Who freely give to everyone that comes 
To honour them. 
(II. Hi. 60-63) 
In the love contest, Pericles' performance was unexpectedly the best. Thaisa> 
the princess, chooses Pericles and Pericles' fortune returns. He is crowned with 'a 
wreath of victory' (II. iii. 10) by Thaisa who functions also as 'queen o' th' feast' (II. 
iii. 17). His victory in the contest proves to be the work of divine agencies as he 
never actively participates and does not believe that his art is of any worth. 
Nonetheless, he becomes the centre of attraction in general and for Thaisa in 
particular. Simonides praises him, and his art. To this he replies that he is 'the 
worst of all her scholars' and that his success is nothing but the manifestation of 
divine agencies. After all the toil and suffering, Pericles is being led slowly and 
gradually to a world where peace reigns. Forthwtih, he gets an excellent opportunity 
to shape his destiny. The contest proves benevolent for he achieves his desired 
objective. Simonides proclaims him 'her labor'd scholar'— 
To make some good, but others to exceed; 
And you are her labor'd scholar (II. iii. 16-17). 
Antiochus and his daughter are destroyed, for even as they sat at the height of their 
glory in their chariot: 
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Even in the height and pride of all his glory, 
When he was seated in a chariot 
of an inestimable value, and his daughter with him, 
A fire from heaven came and shrivell'd up 
Their bodies, even to loathing; for they so stunk. 
That all those eyes ador'd them ere their fall 
Scorn now their hand should give them burial. 
(II. iv. 6-12) 
This is God's punishment to one who breaks the benevolent order prevalent in 
the universe. Divinity must be shown destroying evil as a spectacle. Their 
destruction is a move towards setting up a benevolent world. Gradually, the design 
of the play moves towards benevolent order. Aniochus's oppression is no more. 
Antiochus' destruction has Biblical overtones. Naseeb Shaheen writes, "both 
Antiochus and his daughter were struck dead by 'lightning from heaven' because of 
God's judgment on them." 
Pericles decides to leave for Tyre through the sea route and once again he is 
put to trial in order to set the stage ready for a benevolent world. A tempest rages as 
his ship advances, and his wife delivers on that tempest-tost ship, a baby. Pericles 
prays God to 'rebuke these surges': 
Thou God this great vast, rebuke these surges, 
Which wash both heaven and hell; and thou, that hast 
Upon the winds command, bind them in brass. 
Having call'd them from the deep. 
(Ill L 1-4) 
Naseeb Shaheen .BiblicalReferences in Shakespeare's Plays. Newark: University of Delaware Press, 1999.p.691 
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Naseeb Shaheen sees Biblical references here as well. She writes ' Based on the 
account of Jesus calming the stormy sea of Galilee , compare the words "rebuke", 
"winds" and "command" in Shakespeare with the account in Luke 8.24-25: He 
arose and rebuked the winde, and the waues ...and it was calme...Who is this that 
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commandeth both the Windes and Water, and they obey him? '. 
Maurice Hunt writes the following effect : 
His capitulation to despair reflects his weak faith in the gods' providence for 
his and Thaisa's lives. He has no way of knowing that the goddess Diana 
orders the great tempests of life to make elected mortals happier eventually 
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through the refining crosses that they bear . 
The nurse brings the child v r^ith the news of its mother's death. Pericles is 
shocked. Helpless he accepts it as the will of God. Unlike the tragedies in 
Shakespeare's last plays the heroes adapt a benevolent tone under the worst possible 
situation. Here, even the grievance is wrapped in a very mild, balanced and 
benevolent tone: 
O you gods! 
Why do you make us love your goodly giRs, 
And snatch them straight away? 
(Ill i. 23-25) 
Loc.cit 
32 Shakespeare's Labored Art: Stir, Wori,a/}dtJieLatePJ3j's.l995p-Sl 
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The dead wife, Thaisa, has to be buried immediately in the sea. The 
superstitious sea-men insist on doing so. Pericles weeps for his wife when he 
realizes that the dead will have a burial without the performance of any rituals, 
visualizing how the sea will be 'a terrible child bed' for her: 
A temble child-bed bast thou had, my dear; 
No light, no fire: the unfriendly elements 
Forgot thee utterly; nor have 1 time 
To give thee hallow'd to thy grave, but straight 
Must cast thee, scarcely coffin d, in the ooze; 
Where, for a monument upon thy bones. 
And aye-remaining lamps, the belching whale 
And humming water must o 'erwhelm thy corpse, 
Lying with simple shells! 
(in. i 56-64) 
Pericles asks for spices, his 'casket' and 'jewels' (III. i. 66), and puts them along 
written material in the coffin, which is cast overboard. 
The ship now sails for Tharsus. Pericles leaves the child Marina because she 
was in the sea (III. iii. 13), with Cleon and his queen Dionyza. Cleon grieves for the 
'shafts of fortune' that have so mortally attacked their former benefactor, and 
Pericles replies that he must obey the power above: 
We cannot but obey 
The powers above us. Could I rage and roar 
As doth the sea she lies in, yet the end 
Must be as 'tis. 
(III. Hi 9-12) 
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Pericles, in a state of despair vows 'by bright Diana', who has by now 
become the play's presiding deity, to leave his hair 'unscissor'd' until his 
daughter's marriage (III. iii. 27-9). He departs, after being left at the mercy of 
'the mask'd Neptune and the gentlest winds the heaven.' (III. iii. 36). 
Marina's education at Tarsus is described by the chorus in Act IV. She is 
trained both in music and letters, and becomes an object of admiration though 
she rouses the queen's jealousy, for she too has a daughter, named Philoten. The 
two girls become rivals: 
Be't when she weav'd the sleidedsilk 
With fingers long, small, white as milk. 
Or when she would with sharp neele wound 
The cambric, which she made more sound 
By hurting it; when to the lute 
She sung, and made the night-bird mute. 
That still records with moan; or when 
She would with rich and constant pen 
Vail to her mistress Dian, still 
This Philoten contends in skill 
With absolute Marina . . . 
(IV. chor. 21-31) 
Jealous of Marina's excellence, the wicked mother employs Leonine to 
murder her. Marina enters, grieving for the death of her nurse Lychorida: 
No, I will rob Tell us of her weed. 
To strew thy green with flowers; the yellows, blues. 
The purple violets, and marigolds. 
Shall as a carpet hang upon thy grave. 
While summer days do last. Ay me! poor maid. 
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Bom in a tempest, when my mother died, 
This world to me is h'Jce a lasting storm. 
Whirring me from my friends. 
(IV. i. 13-20) 
She weeps for her maid, Who had been the only source of comfort for her. 
As she mourns, Dionyza's plots to have her murdered are designed. Leonine is 
asked to kill Marina. As Marina mourns and talks to Leonine by the sea-shore 
she wistfully recalls her birth: 
Mar. Is this wind westerly that blows? 
Leon. South-west. 
Mar. When I was born the wind was north. 
Leon. Was'tso? 
(IV. i. 49-52) 
Marina describes the storm; how Pericles galled his kingly hands at the ropes, 
the loss of life, the cries, and the confusion. Asked again when this happened, she 
replied: 'When I was born' (IV. i. 58). The association of birth and tempest 
continues has strong poetic overtones. 
Leonine reveals his murderous intentions, offering her, as Othello allowed 
Desdemona, time for prayer. Marina refers to her innocence and pleads for life: 
/ saw you lately 
When you caught hurt in parting two that fought. . . 
(IV. i. 86) 
Some pirates save her. Their appearances proved providential. However, 
Leonine reports to the Queen that Marina has been murdered. 
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Thereafter, the focus shifts to Ephesus, where Cerimon a learned physician 
restores Thaisa to hfe. By his own account, Cerimon "can speak of the disturbances/ 
That nature works, and of her cures" (///. ii. 37-38). His phrase "her cures" describes 
not only remedies such as nature's but also the man-made methods for curing the 
turmoil that nature brings about in afflicted persons like Thaisa. Cerimon appears a 
kind of learned labor capable of redressing nature's destructions. Wilson Knight 
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calls him "a magician, of 'secret art' (III. ii. 32) like Prospero in the Tempest." 
Cerimon is known for his generosity and he poured forth his charity and hundreds 
are indebted to his skill, personal labour, and purse (III. ii. 43-8). He defines his 
own wisdom thus: 
I hold it ever. 
Virtue and cunning were endowments greater 
Than nobleness and riches; careless heirs 
May the two latter darken and expend, 
But immortality attends the former. 
Making a man a god. 
(III. ii 26-31) 
His art is even superior to everything else: 
Than to be thirsty alter tottering honour, 
Or tie my treasure up in silken bags, 
To please the fool and death. 
(in. />; 40- 42) 
" Maurice Hunt, "'Stir' and Work in Shakespeare's Last Plays," Studies in English Literature 22 (1982): 285-304, esp. 287. 
G. Wilson Knight. The Crown of Life: Essay's in Interpretation of Shakespeare's Final Plays. London: Methuen, 1948. p.54. 
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For Wilson Knight, Cerimon is a superhuman figure. Pericles' written message 
says that 'This queen worth all our mundane cost' be buried in return for the 
'treasure' enclosed, and for charity's sake. (III. ii. 72-75)-
Cerimon sets to recover her with the help of 'fire' and 'music'. He gives order 
in a language full of colloquial pauses: 
Death may usurp on nature many hours, 
And yet the fire ofhfe kindle again 
The o'erpress'd spirits. I heard of an Egyptian 
That had nine hours hen dead, 
Who was by good appUances recovered. 
(HI. iL 84-88) 
The miracle is now performed before our eyes, as spectacle would demand, and 
one would say is not Cerimon an instrument of divine agency: 
Well said, well said; the fire and cloths. 
The still and woeful music that we have. 
Cause it to sound, beseech you. 
The viol once more;—how thou stirr'st, thou block! 
The music there! I pray you, give her air. 
Gendemen, this queen will live. 
Nature awakes, a warm breathe out of her. 
She hath not been entranc'dabove five hours; 
See, how she gins to blow into life's flower again. 
(III. ii. 88-96) 
' Ibid ,p.55 
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Cerimon's next words mark the culmination of the imagery of jewels and 
riches so persistent throughout Pericles: 
She is alive! 
Behold, her eyelids, cases to those 
Heavenly jewels which Pericles hath lost. 
Begin to part their fringes of bright gold. 
The diamonds of most praised water 
Doth appear to make the world twice rich. Live, 
And make us weep to hear your fate, fair creature. 
Rare as you seem to be. 
(HI. a 99-106) 
Cerimon acts as an agent of Divinity. He cures Thiasa with fire and music. 
Miraculously, Thaisa supposed dead comes back to life. Her first words are, 'O dear 
Diana!' (III. ii. 107). She wonders, 'What world is this?' (III. ii. 108), this miracle is 
'most rare' (III. iii. 110). Those who watched the scene must have cried in wonder. 
Cerimon removes Thaisa to a chamber of rest. 
Through benevolent art, Cerimon preserves Pericles's queen. This art is 
benevolent indeed for it saves the life of an innocent queen who had become the 
victim of superstition. Cerimon's ideas are different from ordinary men for he had 
painstakingly learnt and practiced this art. For he had conditioned himself to the 
pain involved in learning and practicing his art. He believed that virtue and 
cunning are "endowments greater/ Than nobleness and riches" (III. ii. 28-29). 
Indeed, these qualities bring immortality into effect. They make "man a god." (III. 
ii. 31). Dwelling and working in Ephesus, a city which later would acquire Christian 
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overtones, Cerimon has "pour'd forth/ [His] charity, and hundreds call themselves/ 
[His] creatures, who by [him] have been restored" ( III. ii. 43-45)- In Shakespeare's 
physician, work and charity co-exist. 
Cerimon gives Thaisa jewels. And she, despairing to see her lord again, decides 
to take on a 'vestal livery' (III. iv. 9)> and is accordingly produced by Cerimon into 
Diana's temple. Thaisa's recovery from the sea and her fortunate survival is yet 
again a spectacle showing supernatural working towards a benevolent design. 
Pericles next appearance at Tharsus makes him hear of Marina's supposed 
death, and he reads Dionyza's fake inscription on a carefully devised monument, in 
'glittering golden characters' (IV. iii. 44). With this she had disguised her 'black 
villainy' (IV. iv. 44): Pericles is deceived once again. He suspects nothing. He 
receives it as another stroke of fate. He vows never to cut his hair, 'puts on 
sackcloth', and sets out 'to sea' (IV. iv. 29). His endurance reaches its Zenith: 
He bears 
A tempest, which his mortal vessel tears, 
And yet he rides it out. 
(IV. iv. 29-31) 
Utterly broken, he leaves his course to 'Lady Fortune' (IV. iv. 48). 'He puts on 
sackcloth' (IV.iv.29). This is a biblical reference and Naseeb Shaheen refers to it. 
'Wearing sackcloth as a sign of mourning or penance is biblical. The first occurrence 
of the word in Scripture is in Genesis 37.34, in which Jacob put on sackcloth when 
53 
he thought his son Joseph was dead. Gen.37.34: "And laakob rent his clothes, and 
put sacke coth about his loynes, and sorrowed for his sonne a long season 
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The story must go on and so must the spectacle. Marina is sold by the pirates 
to one of the brothels. The play's presiding deity, Diana, is aptly invoked: 
Mar. If fires be hot, knives sharp, or waters deep. Untied I still my virgin knot will keep. 
Diana, aid my purpose! 
Bawd. What have we to do with Diana? 
(IV. ii. 145-147) 
Marina becomes the agent who persuades people to consider divine acts. It is a 
difficult situation if one wants chastity to be protected and seek the assistance of 
God's benevolence. Marina's alluring physical beauty produces 'a tempest of libido 
among carnally inclined listners'. Yet she saves herself from this lewdly inclined 
atmosphere. In Boult's opinion, "thunder shall not so awake the beds of eels as my 
giving out her beauty stirs up the lewdly inclin'd" (IV. ii. 142-44). 
•ay 
She preaches 'divinity' in the brothel. It is indeed a spectacle worth seeing 
and a reflection of a Saint's play. Bawd is outraged. "Fie, fie upon her, she's able to 
freeze the god Priapus, and undo a whole generation" (IV. vi. 3-4). Marina criticizes 
their occupation and concludes that it is one of the factors that corrupt society 
already pestered by unemployment: 
What would you have me do? Go to the wars, 
would you? where a man may serve seven years for 
the loss of a leg, and have not money enough in the 
* Shaheen op.cit.,p. 692 
Lorraine Helms, "The Saint in the Brothel: Or, Eloquence Rewarded," Shakespeare Quarterly 41 ( 1990): 319-32, esp. 326-27. 
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en J to buy him in a wooden one? ( , ; , . *• • ' - „ 
•^  > i i t , 
(IV. vi. 170-73) %,-. -^^^ 
Marina proposes a deal to the brothel-keepers. She wants them to allow her to 
earn money by doing social work and pay the brothel owner: 
If that thy master would gain by me, 
Proclaim that I can sing, weave, sew, and dance, 
With other virtues, which I'll keep from boast, 
And I will undertake all these to teach. 
I doubt not but this populous city will 
Yield many scholars. 
(IV. vi. 181-86) 
Boult's acquiescence to her plan reveals the power of her benevolent argument. 
Why not do social work. However, Marina escapes degradation and early death of a 
whore is very much a display of Divinity at hand and at work and it is confirmed 
when Marina weeps praising Diana. 
By then Lysimachus comes to the brothel. He is governor of Mytilene . He 
seems to have come to the brothel to act as a spy. He has an unpleasant bearing. As 
has been suggested he plays the role of a spy as the Duke does in Measure for 
Measure, 'to nose out' the city's vice. Also, he is a loose young man, Uke Bertram in 
All's Well that Ends Well, of enough wealth and power to gratify his desires at will. 
Marina's talk, soon converts him to a shame-faced, though untrue assertion: 
I did not think 
Thou couldst have spoke so well; ne 'er dream 'd thou could'st. 
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Had I brought hither a corrupted mind, 
Thy speech had alter'd it. 
(IV. vi. 102-105) 
Lysimachus asserts that he 'came with no ill intent' and that to him now 'the 
very doors and windows savour vilely' (IV. vi. 110). Marina is able to persuade him 
through her talk to make certain improvements in the way of life led at the brothel. 
Even the brothel goers could be given other employment. This was totally 
unexpected. Lysimachus said that Marina has the ability to change a corrupt mind. 
He scolds the brothel keepers and asks them to free her. Marina is permitted her 
proposed social employment. She comes out of the brothel as pure as when 
compelled to enter into it. Lysimachus proves an instrument of providence that 
helps Marina lead a benevolent way of life. Boult's remark in this context is 
pertinent; 
Boult : The nobleman would have dealt with her like 
a nobleman, and she sent him away as cold as a 
Snow-ball; saying his prayers too. 
(IV. vi. 138-140) 
Even Boult, left alone with Marina and earlier charged to break down her 
defences, succumbs to her withering scorn. She tells Boult to report to his master 
that she could gain even otherwise, for she could 'sing, weave, sew and dance' and 
had other virtues too she kept from boast: 
That the gods 
Would safely deliver me from this place! 
Here, here's gold for thee. 
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If that thy master would gain by me, 
Proclaim that I can sing, weave, sew, and dance, 
With other virtues which I'll keep from boast. . . 
(IV. vi. 178-83) 
Marina's offer to teach succeeds triumphantly. She is art-incarnate: 
She sings like one immortal, and she dances 
As goddess-like to her admired lays; 
Deep clerks she dumbs; and with her neele composes 
Nature's own shape, of bud, bird, branch, or berry. 
That even her art sisters the natural roses; 
Her inkle, silk, twin with the rubied cherry. . . 
(V. chor 3-8) 
The play's last movement starts on 'God Neptune's annual feast' (V. chor. 17). 
Pericles arrives on a ship with 'banners sable, trimm'd v^dth rich expense' (V. chor. 
19), recalling former imagery of riches and textile art. Stage-direction maintains an 
elaborate formality as 'On board Pericles' ship off Mytilene'. Pericles has not spoken 
for months, is in sack-cloth, with hair unshaven, fasting; a figure of grief, perhaps, in 
some undefined fashion, of remorse, on account of mortality in a universe that has 
robbed him of wife and child. Lysimachus sends for Marina, now famed in Mytilene 
for her arts and charm, to see if she can restore him. 
Marina is brought to cure Pericles .Though unlike Cerimon, who blend 
divinity with art, she is to pit both 'sacred physic' and 'utmost skill' (V. i. 73>76) 
against Pericles' stone like, frozen immobility, a living death. She sings to begin with 
and awakens Pericles from his trance. Next, she touches on her own sufferings, 
saying how she herself has 'endur'd a grief that might well equal his (V. i. 88); how 
she is descended from a kingly stock, though brought low by 'wayward Fortune' (V. 
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i. 90-2). He looks in her eyes; something he half recognizes, but breaks off. Marina 
asserts that no 'shores' (i.e. land) can claim her birth, though she was 'mortally 
brought forth' (V. i. 104.) Pericles' interest is roused: 
I am great with woe, 
And shall deliver weeping. My dearest wife 
Was like this maid, and such a one 
My daughter might have been: my queen's square brows; 
Her stature to an inch; as wand-like straight; 
As silver-voic 'd; her eyes as Jewel-like, 
And cased as richly; in pace another Juno; 
Who starves the ears she feeds, and makes them hungry. 
The more she gives them speech. 
(V. /. 105-113) 
Marina is art personified. She is that to which all art aspires: 
Prithee, speak; 
Falseness cannot come from thee, for thou look'st 
Modest as Justice, and thou seem 'st a palace 
For the crown 'd truth to dwell in. 
(V. i. 119-122) 
Now comes the supreme and the most reputed expression, this time patience as 
statue ''smiling/Extremity out of act: 
Tell thy story; 
If thine consider'd prove the thousandth part 
Of my endurance, thou art a man, and I 
Have suffer'dlike a girl;yet thou dost look 
Like Patience gazing on kings' graves, and smiling 
Extremity out of act (V. i 134-39) 
Patience is here in all-enduring calm seeing through tragedy to its extreme, 
smiling through to ever-living eternity. 
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And yet there is nothing inflexible and inhuman, about Marina. She remains 
every moment very humanly a girl. Learning her name, Pericles like Lear, thinks 
himself mocked. He fears, lest some 'incensed god' aim to make the world 'laugh' at 
him (V. i. 145). The paradox grows more intense: 
But are you flesh and blood? 
Have you a working pulse, and are no fairy 
Motion? Well, speak on. Where were you born. 
And wherefore call'd Marina? (V. i 153-56) 
Pericles»thinks it all a deceitful dream: 
Of Stop there a little! 
This is the rarest dream that e 'er duH'd sleep 
Did mock sad fools withal; this cannot be. 
My daughter buried. . . 
(V. L 160-163) 
He controls himself and asks her to continue. He makes an effort to talk 
sensibly. She recounts the attempt to murder her and her subsequent adventures. 
Her survival is given a perfectly water-tight realism. Much of the dialogue between 
father and daughter, concerns bits of information which lead to recognition — her 
name, the circumstances of her birth, her father's name. Listening to it, he finds a 
parallel between his misery and hers. He starts taking interest in her story. He finds 
similarity of features between Marina and her mother. "My dearest wife was like this 
maid" (V. i. 107). Pericles' vision revives as it were. Marina "look[s] like Patience 
gazing on kings' graves, and smiling/ Extremity out of act" (V. i. 138-39). Maurice 
Haunt refers to Danby saying that patience in Pericles 'reflects its Latin root, 
patiens (enduring); in the play, patience is an active, performative Christian virtue 
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not to be confused with Stoic apathy. Marina continues narrating her story till it 
comes to cruel Cleon and Dionyza's plot to murder her. She tells of her abduction 
by pirates and their selling her to the Bawd and Pander in Mytilene. Perciles cries, 
'"O, come hither". Pericles exclaims, "Thou that beget'st him that did thee beget" 
(V. i. 194-95). The deliberate pacing, the rituals of revealing and then re-clothing 
"heavenly music" transact Diana's benevolent design. Pericles spiritual resurrection 
takes place because of Marina, his daughter. It makes Marina into a supernatural 
mother—since no earthly daughter can give birth to her father—whose miraculous 
deed, perhaps evocative of Virgin Mary's role, draws attention to the deity to 
demonstrate whose benevolence Marina has been the chosen vessel. 
The most realistic tension in the whole play comes at these moments of 
amazing tragic reversal. Thaisa is restored by Cerimon. The amazing impact of 
Marina's survival is elaborately delayed, prolonged, even played upon, and allowed 
to grow more and more certain till no doubt remains: 
O Helicanus! strike me, honour'd sir; 
Give me a gash, put me to present pain, 
Lest this great sea of joys rushing upon me 
O'erbear the shores of my mortality. 
And drown me with their sweetness. O! come hither, 
Thou that beget'st him that did thee beget; 
Thou that wast bom at sea, buried at Tarsus, 
And found at sea again. O Hehcanus, 
Down on thy knees! thank the holy gods as loud 
As thunder threatens us: this is Marina. 
(V. i 190-199) 
Maurice Hunt. Shakespeare's Labored Art: Stir, Work, and the Late Plays. New York: Peter L»ng, 1995. p.88 
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The sea is now a 'sea of joys'. Marina's self-discovery has clearly something 
divine about it. Her words have 'been god-like perfect'. She has brought Pericles 
'another life' (V. i. 208). Pericles calls for his garments. He then notices Lysimachus 
for the first time and, after somewhat perfunctorily greeting him, returns to his joy: 
Per. Give me my robes. I am wild in my beholding. 
O heavens! bless my girl. But, hark! what music? 
Tell Helicanus, my Marina, tell him 
O'er, point by point for yet he seems to doubt. 
How sure you are my daughter. But, what music? 
Hel. My lord, I hear none. 
Per. None! The music of the spheres! List, my Marina. 
Lys. It is not good to cross him; give him way. 
Per. Rarest sounds! Do ye not hear? 
Lys. My lord, I hear. 
Per. Most heavenly music: (Music) 
It nips me unto list'ning, and thick slumber 
Hangs upon mine eyes; let me rest (Sleeps) 
(VL 221-33) 
'The agent of this miraculous re-education is Marina, whose virtue, Jordan 
writes, is "divinely inspired" and "has the effect of law." Marina in Elizabeth Hart's 
words is the pi ay's representative of divine law'. The scene closes as it started in 
sleep or trance. And, there is further spectacle, when Diana herself appears. She 
'appears to Pericles in a vision' and directs him to Ephesus, where he is to witness 
sacrifice with her 'maiden priests' (V. i. 240) before all the people and recount his 
wife's death 'at sea'. (V. i. 245) The emphasis persists. It is still his sufferings and 
those of his daughter's: 
' ' F. Elizabeth Hart. "Great Is Diana" of Shakespeare's Ephesus. Studies in EngUsh Liter-^ure, 1500-1900 43.2(20O3):347 
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Perform my bidding, or thou liv'st in woe; 
Do it, and happy; by my silver bow! 
Awake, and tell thy dream 
(V. i.245-247) 
Pericles begins to weep: 
Celestial Dian, goddess argentine, 
I will obey thee! 
(V. i. 248-249) 
He immediately gives directions for the next, and final, voyage. There follows 
much 'pageantry' and 'minstrelsy' at Mytilene (V. ii. 6, 7). Then they all sail for 
Ephesus: 
In feather'd briefness sails are fill'd. 
And wishes fall out as they're will'd. (V. ii. 15) 
Pericles formally narrates his account to Diana, with the usual emphasis on 
death and birth 'at sea' (V. iii. 5). Cerimon is also present. Marina, he says, 'wears 
yet thy silver livery' (V. iii. 7), a phrase recalling Diana's 'silver bow' (V. i. 249), and 
blending with earlier imagery of rich metals. 
Hearing his account, Thaisa, now called a 'nun' (V. iii. 15) by strange 
Christian transference faints, and Cerimon explains her identity to Pericles, 
recounting how he himself opened her coffin filled with 'jewels' (V. iii. 24). Thaisa 
recovers: 
O! my lord, 
Are you not Pericles? Like him you spake. 
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Like him you are. Did you not name a tempest, 
A birth, and death? (V. Hi. 31-34) 
Pericles got back his wife Thaisa because he was directed in his dream by 
Diana to go to Ephesus and narrate his story at the temple. Stunned, Pericles cries 
'Immortal Dian!' (V. iii. 37). He forgets his suffering, his misery and pain: 
This, this: no more, you gods!your present kindness 
Makes my past miseries sport: you shall do well. 
That on the touching of her lips I may 
Melt and no more be seen. O! come, be buried 
A second time within these arms. 
(V. iii. 40-44) 
It completes the state of harmony and fertility towards which the action has 
been progressing. The theosophy of Diana helps discover Thaisa, and this, together 
with the great emotional force of the reunion scene between Pericles and Marina 
leads to perfect happiness. Cerimon, too, is regarded as a divine instrument, 
functioning very precisely as Christ Himself in the Christian scheme. He acted 
selflessly without any profit or loss. This selflessness is the basic pattern throughout 
in Pericles. The supernatural powers work for the betterment of mankind. Their 
style to handle good and evil , punish and reward, and their pleasure and anger 
ultimately lead to benevolence which is beyond human comprehension. The life of 
the good characters in Pericles is ultimately designed by benevolent powers. They 
save them from malevolent designs of the evil ones. Antiochous and his daughter are 
set on fire for their incest by God. Marina is saved by the power above. Jealous 
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Cleon's evil design to murder Marina is foiled by the working of the supernatural 
power. Marina comes out safely from the brothel as her benevolent thoughts inspire 
the workers at the brothel. Thaisa is resurrected by Cerimon. Pericles himself is 
converted at the end by the benevolent tone of his daughter. 
At the end good characters and their benevolent designs achieve triumph. Lust 
and murder is punished. Benevolence is preserved. And, the fortunes of the virtuous 
men are guarded by providence. The designs of the evil men are frustrated. The 
beautiful queen is saved. The beautiful princess is not murdered and saved from rape 
and the hero after trials and tribulations is rewarded by the Benevolence of God. In 
fact, "the course of Pericles' life is shaped mainly by Providence...." 1.40 
Hoeniger, op.cit., p. Ixxx 
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chapter III 
Theme of Benevolence in Cymheline 
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The Design of Benevolence in the Last Plays of Shakespeare 
Theme of Benevolence in Cymbeline 
Shakespeare's primary sources for the central plot, the wager over Imogen, 
are supposed to be the Decameron and an anonymous English translation of the 
Dutch play Frederyke ofjennen. Shakespeare seems to have read both works, since 
Cymbeline has details peculiar to both. Different versions of the wager story were 
available in Shakespeare's day as it was a very popular story since thirteenth century. 
Also, Boccaccio's ninth story of the second day and Fredereryke ofjennen are the 
two sources that are known to have been used by Shakespeare for the wager. And, 
the anonymous play. The Rare Triumphs of Love and Fortune., printed in 1589 but 
written some eight or ten years earlier, seems to have provided Shakespeare with 
many of the other ideas and episodes in CymbeUne. However, the sources are 'open 
to certain serious objections' 
In Love and Fortune the princess also falls in love with a foundling who had 
been brought up at the court. Her rude brother challenges him. Her lover is 
banished. He meets a hermit in a cave who proves to be his father. They live 
together in the cave. The princess wanders in the wilderness searching for her love. 
J.M.Nosworthy.ed. Cymbeline. The Arden Shakespeare. London: Methhuen&Co Ltd.igTS.p.W'iii 
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she also comes across the hermit in the cave. Many of these episodes are common 
romance and folk-tale devices, but many of the parallel events in the two plays seem 
to have been borrowed by Shakespeare from Love and Fortune. The name of the 
princess in Love and Fortune is Fidelia and that seems to be the origin of 
Shakespeare's Fidele. Other episodes in Love and Fortune, however, differ greatly 
from Cymbeline. Nosworthy refers to R.W.Boodle in his introduction to the play. 
Boodle says, 'Shakespeare was indebted to The Rare Triumphs of Love and Fortune 
The historical setting of the play, the war between England and Rome over 
paying tribute, comes primarily from Holinshed, with the additional ideas borrowed 
from The Mirror for Magistrates. Although this historical material in the play is not 
prominent, it is important, since it gives the play a frame of reference. Nosworthy 
writes to the following effect: 
Various dates for the composition of Cymbeline have been put forward. 
Malone who first attempted to place the plays in chronological order, 
successively favoured l604, l605 and 1609 and this last date which has been 
generally accepted, is probably not far wrong. 
Most critics place it after Pericles and just before or about the same time as The 
Winter's Tale. The theaters were closed on account on account of the plague from 
August of 1608 until December I609 and possibly a month or two later, and 
Cymbeline may have been written during that time. 
Ibid.p.xxv 
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A theater review of Cymbeline published in the New York Times reports that 
the play is about 'a father who favors a second wife over his child, a husband rocked 
by the suspicion of a mate's infidelity, a foster parent confronting the torment of 
relinquishing his boys, a mistreated woman going into hiding to recuperate'. 
However, a web magazine writes: 
The play deals with elements of the divine, of divine ratification, of yielding to 
the gods and the power of the gods. Jupiter intervenes and Posthumus is given 
a book and a prophesy that everything will come out right. At this point the 
play deals with faith and redemption, a kind of yielding to destiny. 
The dates are not certain. The play has been staged by adding variety of 
sources, yet Cymbeline is a wonderful play. It has received both applaud and 
criticism in recent years. There are critics who do not see any worth in the play 
whereas there are many who find it one of the most moving plays of Shakespeare. 
The most familiar critical comment on Cymbeline is one of Dr Johnson's: 
This play has many just sentiments, some natural dialogues, and some pleasing 
scenes, but they are obtained at the expense of much incongruity. To remark 
the folly of the fiction, the absurdity of the conduct, the confusion of the 
names and manners of different times, and the impossibility of the events in 
any system of life, were to waste criticism upon unresisting imbecility, upon 
faults too evident for detection, and too gross for aggravation. 
3.http://www.nyti.Ties.com/1998/08/17/theater/ 
http://www.rsc.org.uk/c)'mbeline/cv.rrent/actors.html#cloten 
'Johnson, VIII, 403. 
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Even Granville-Barker referred to by Kenneth Muir in his book speaks of 
Shakespeare in this play as a "wearied artist." . However, Wilson Knight thinks , 
'Cymbeline is an extremely complex work: in mastery of plot weaving it certainly 
has no rival' Also , the twentieth century critic F R Leavis is gentler and is far from 
total contradiction of the strictures of Dr Johnson. Leavis writes thus: 
The play contains a great variety of life and interest, and if we talk of 
"inequalities" and "incongruities" it should not be to suggest inanity or nullity: 
out of the interplay of contrasting themes and modes we have an effect as (to 
fall back on the usefully corrective analogy) oi an odd and distinctive music. 
But the organization is not a matter of a strict and delicate subservience to a 
commanding significance, which penetrates the whole, informing and ordering 
everything—imagery, rhythm, symbolism .character, episode, plot—from a 
deep centre: Cymbeline is not a great work of art of the order of The Winter's 
According to Leavis, Cymbeline though it contains some good things, is 
ultimately not a great work of art. Quiller-Couch , however , counterattacks Dr 
Johnson: " I turn on Dr Johnson ," he says, " and demand '...why do you not 
include mention of the marvelous portrayal of Imogen?'...For Imogen is the bee-
Q 
all and the and-all of the play." It is one of the most admired plays of Tennyson 
who always kept a copy of Cymbeline on his bed. He kept on turning the play 
even at the last moment of his life till he gets the line Hang there like fruit, my soul, 
/Till the tree die! He was so fond of the play that a copy of Cymbeline was kept in 
Kenneth Muir. Last Periods of Shakespeare, Racine Ibsen . Wayne State University Press, 1961 .p. 39-
The Crown of Life: Essays in Interpretation of Shakespeare's Final Plays p.l29 
F.R.Leavis, The Criticism of'Shakespeare's Late Plays: A Caveat, Scrutiny, X (April 1942),340 
Shakespeare's Workmanship, p.217 
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his grave. Naseeb Shaheen ,too, referring to Tennyson writes, ' Cymbeline , 
however, was Tennyson's favorite Shakespeare play , and Hazlitt thought act 5 
scene 5 was one of the greatest revelation scenes in drama.' She also mentions 
Swineburne in her book who 'considered Imogen the "Crovni and flower" of all 
the Shakespeare's women.' 
12 
Kenneth Muir defends Shakespeare' 'experimental' style and rejects the 
criticism of Dr Johnson and Granville-Barker. He gives examples of one of the 
performances where both actors and producers had believed the play as Dr Johnson 
had thought it. They, therefore, made several cuts but to their astonishment they 
were moved by the impact of the play in the theater, and 'by the time they all awoke 
13 
to the fact that it was a good play, it was too late to restore the cuts.' Similarly, 
'The last scene of the play, which this producer thought boring because the 
audience was aware all the time of the secrets hidden from the characters, is in fact 
one of the most moving scenes in all Shakespeare's works. The gradual revelation of 
facts which are known, or partly known, to the audience can achieve an effect which 
is not directly proportional to the amount of surprise involved.' He goes on saying 
'When we reach the end of the play we realise that everything has been arranged, 
and arranged with superb artistry' 
Naseeb Shaheen . Biblical References in Shakespeare's Plays. University of Delaware Press. 1999. P.698 
Loc.cit 
Nosworthy.op.cit., p.xlviii 
Kenneth Muir. Last Periods of Shakespeare, Racine Ibsen. Detroit: Wayne State University Press, 196l.p,40 
• • • . 1 . 1 Ibid,41 
" Ibid,44 
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From the beginning till the end of Cymheline the idea of benevolence which 
is found in Pericles gets emphatic treatment in Cymheline. Whether it is 
Posthumous banishment from court, or it is Imogen's leaving the court for search of 
truth or her temporary stay in a welsh mountain or her coming into contact with 
her lost brothers lead to the Christian mode of benevolence. Posthumous forgives 
lachimo, Imogen forgives Posthumous and Cymbeline's 'pardon is the word to all' 
lead to the perfect benevolent design of the play. Good characters are also assured to 
be rewarded on the Day of Judgment. Destruction of evil characters and domination 
of benevolent characters complete the purpose of the play. Benevolence in the play is 
achieved through forgiveness and reconciliation. Hence, Joel G. Fink writes 
'Cymheline is a play in which redemption is achieved through forgiveness and 
reconciliation.' The play starts with the domination of malevolent designs of queen 
and Cloten but ends with the domination of benevolent thoughts. 
Benevolent design of the play stems from the biblical idea of life and death. 
As soul separates from body, reaches hell or heaven, after purgation, similarly 
characters separate from their dear ones, live in a state of purgation during their trial 
and unite at the end. The union of characters at the end of the play seems to be a 
replica of doomsday. Their enjoyment, their happiness, and their merriment all lead 
to the benevolent design of the play. 
Director: Joel G. Fink. Cymheline. The Colorado Shakespeare festival2006 ttp://www.coloradoshakes.org/index.php 
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The benevolent design of the play has religious overtones. In Shakespeare's 
17 
day, death was thought of as "the separation of the Soul from the body" . The 
Church taught that on the Day of Judgment body and soul would come together 
again. This idea has been taken up effectively by Cynthia Marshall. She says, "Each 
eschatological motif in Cymbeline -death, judgment, and apocalypse — is 
18 
comprehended in both individual and communal senses." Marshall, further 
elaborates, The play illustrates the individual understanding of eschatology by 
presenting concrete images of death, which remind the audience of their personal 
mortality. It illustrates communal eschatology by suggesting a last day on which the 
private should be judged" 
There are three plots of the play: Cymbeline's broken relationship with 
Rome, Posthumus' ill-treatment of Imogen, and Belarius' abduction of Cymbeline's 
sons. These three issues of the plots are resolved at the end of the play. The 
relationship which was broken under the influence of the queen is restored. There is 
peace between Rome and Britain. Posthumus realizes his mistakes and seeks 
Imogn's forgiveness. C)TTibeline's sons are restored to him at the end. Whether it is 
an issue of clearing Posthumus' doubts, or restoration of Cymbeline's sons or 
relationship between Britain and Rome, a perfect benevolent design operates which 
Mornay p.240 
18 Cynthia Marshall. Last Things and Last Plays: Shakespearean Eschatology. Southern Illinois University Press. 1991. p. 14 
" Ibid.p. 14 
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has its origin in Christian faith. David Scott Kastan finds: the "pattern of 
innocence/fall/redemption" in each of the three plots (147). 
The play begins with a rift between father and daughter. The father under 
the influence of his second wife wants his daughter Imogen to marry his second 
wife's son Cloten, which she refuses. Her refusal sets the stage for conflict. 
Gradually the queen's malevolent design appears on the surface. Her motif is the 
main source of evil in the play as she wants to see her son a future king. Apparently, 
she plays the role of a mediator between Psthumus and the king. Secretly, she is 
preparing a ground for her son's marriage with Imogen. She advises Posthumus to 
avoid the king but declares her real intention in an aside, showing how secretly she 
influences Cymbeline: 
... yet I'll move him 
To walk this way: I never do him wrong. 
But he does buy my injuries, to be friends: 
Pays dear for my offences. 
(I.ii.34-37) 
Her love for Imogen and the king is a sham. She had poison ready for both. 
She wants just the absolute power. She knows that Cymebline will be angry with her 
allowing Posthumus access to Imogen but she v^ dll use the resulting conflict with her 
husband to promote her objective: the advancement of Cloten under pretence of 
All quotations from Cymbeline are taken from the New Arden Shakespeare edition of the play, ed. J.M.Nosworthy. London: 
Methuen &Co Ltd. 1976 
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protecting Posthumous. These early scenes reveal her as an agent of evil. Wilson 
Knight writes: 
His Queen is more firmly realized as a 'crafty devil' (II. i. 51) and ' A mother 
hourly coining plots' (II. i. 58). Her considered villainy is amazing and her 
only unselfishness her instinctive support of her fool son, Cloten. She is a 
composite of Lady Macbeth and Goneril, though without the tragic dignity of 
21 
the one and the cold rationality of the other. She is cruelty incarnate. 
When Cymbeiine comes to know the fact that Imogen has married 
Posthumus, he is outraged and banishes Posthumus from the court. Imogen gives a 
diamond ring to her husband and Posthumus, a bracelet to his wife as token of love. 
They promise never to part it as long as they are alive. His banishment, however, is 
an opportunity for him to be away from a place which has been corrupted because 
of the evil queen. 
Her son, Cloten is first mentioned in the play as 'a thing | Too bad, for bad 
report' (I.i.l6-17), but Cymbeiine sees him quite differently, and so the differences 
between father and daughter aggravate: 
Cym. That mightst have had the sole son of my queen! 
Imo. O blessed, that I might not! I chose an eagle, 
And did avoid a puttock. 
(I.ii.69-71) 
G. Wilson Knight. The Crown of Life: Essays in Interpretation of Shakespeare's Final Plays. Methuen, 1948.p. 130 
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There is an extensive use of imagery to elaborate Cloten. Carr sees him as 'a 
type of brute appetite and violence' . Wiles finds, the Folio spelling, 'Clotten', 
indicates that he is a fool, or clot, and suggests that he should be presented as a 
parody of Posthumus. GranviUe-Barker is closer to the truth when he finds him 
'an uncommon if not unique item in the Shakespearean catalogue, a comic character 
drawn with a savagely serious pen'. 
Cloten's wooing of Imogen explains his nature. He executes it not with 
sensitivity and refinement, but in a crude manner, as seen in his indulgence in 
sexual punning on the music he orders for her: 
do. ... Come on, tune: If you can penetrate her with your 
fingering, so: we']] try with tongue too: if none will 
do, let her remain: but I'll will never give o 'er. 
(Il.iii. 13-15) 
When she rejects his advances, he becomes increasingly impatient, and 
ironically accuses her, breaking benevolent order by adhering to banished 
Posthumus: 
You sin against 
Obedience, which you owe your father; for 
The contract you pretend with that base wretch, 
Joan Carr. " Cymbeline unA the Validity of Myth', Studies in Philolog}'", 75 (1978): 327 
David Wiles, Shakespeare's Clown: Actor and Text in the Elizabethan /'/a '^Aoi/fe .Cambridge: Cambridge University Press, 
1987, p. 153 
Granville-Barker, p.304. 
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One, bred of alms, and foster'd with cold dishes, 
With scraps o' th'court, it is no contract, none. 
(ILiii. 110-114) 
These lines have Biblical connotations, too. Naseeb Shaheen writes: 
'You sine against/Obedience, which you owe your father' seems to have been 
derived from the biblical command to obey one's parents. Eph. 6.1-2: 
"Children obey your parents in the lord: for this is right. Honour thy father 
and mother." 
Posthumous after banishment from the court reaches Rome where he 
indulges in a wager with cunning lachimo. He engages in the wager because he 
loves Imogen deeply and has complete trust in her. Had he not the deepest love for, 
and implicit trust in Imogen, he would never have made the wager with lachimo. 
Challenging Posthumous' love for Imogen, lachimo provokes Posthumus love for 
Imogen and says that Imogen too can be easily enticed. Under the impulse of his 
male pride he accepts the challenge and gives a letter asking Imogen to take care of 
his friend lachimo. Imogen welcomes her husband's friend but rejects his 
advancement outrightly. He, then, pretends that he was just testing her love for 
Posthumous. Poor Imogen believes it. lachimo plays another trick on her saying that 
he wants to keep a trunk of valuable gifts in her bed chamber which she accepts, 
lachimo hides in the trunk and comes out during midnight. He observes Imogen 
closely and discovers a mole on her breast. He also looks at the room minutely. 
Naseeb Shaheen . Biblical References in Shakespeare's Plays. University of Delaware Press. 1999. P.702 
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takes off her bracelet, and goes to Posthumus with all these details claiming that his 
wife is not loyal to him. Posthumous is outraged. Without confirming it he orders 
Pisanio, a servant to murder Imogen. This is Posthumous' sin, for which he has to 
suffer and receive punishment on the Day of Judgment. Both Cloten and Posthumus 
plan to kill Imogen, and Parker observes that 'similar violence lurks inside both 
characters'. However, for Siemon the comparison is more general, in that 'as 
Posthumus yields gradually to fear and anger, his behaviour becomes increasingly 
27 
like Cloten's. Hunter, like Parker, stresses their violence: 'Posthumus, then, has 
28 
adopted the mindless savagery of Cloten" . However, Posthumous deserves our 
sympathy for we know the fact that he has been deceived whereas Cloten's sole 
purpose to marry Imogen is to quench his lust for sex and power. 
Pisanio after receiving the order from Posthumus asks Imogen to leave the 
court and come along him in order to meet Posthumus. When Pisanio reveals his 
real intention and shows her Posthumus' order, she is stunned. He, however, does 
not execute his master's command and asks Imogen, like Helicanus in Pericles to 
travel and find out the basis of Posthumus' order. Her leaving the court where the 
wicked queen and her son dominate is in fact a benevolent design which helps her 
explore the complex world, meet Poshtumus, and clear his misunderstanding. 
M.D.H. Parker, The Slave of Life: A Study of Shakespeare and the Idea of Justice .London: Chatto and Windus, 1955- p-45-
James Edward Siemon, 'Noble Virtue in Cymbeline, Shakespeare Survey, 29 (1976), 58. 
28 
Hunter, Shakespeare and the Comedy of Forgiveness, p.l58 
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The British Posthumus loves Imogen and ItaUan Posthumus suspects her, 
abuses her and orders to kill her. It reminds one of the nunnery scene in Hamlet. 
Posthumus, like Othello, is torn from his wife after lachimois able to persuade him 
by giving the details of her bedchamber, mole on her breast and bracelet. 
Posthumus fails whereas lachimo succeeds .In other words malevolence dominates 
and benevolence is defeated. Imogen now feels that her relationship with 
Posthumus was breach of order and hence it has proved sterile. She comes to realize 
that a fruitfixl and harmonious marriage cannot be based on a relationship itself 
founded on disorder, a flouting of parental authority: 
And thou, Posthumus, thou that didst set up 
My disobedience 'gainst the king my father, 
And make me put into contempt the suits 
Of princely fellowes, shalt hereafter find 
It is no act of common passage, but 
A strain of rareness .... 
(III.iv.89-94) 
Imogen now starts her journey for search of truth. Hunter describes Imogen's 
ordeal thus: 
Imogen is moved from the evils of the court into a heightened and 
transforming nature. Much more than Arden or Bohemia, however. The Welsh 
mountains are shown to be tormenting as well as salutary. They are rough 
desert wasteland -the background for Imogen's ordeal. She finds love as well 
as suffering in them. Guiderius and Arviragus provide her with comfort and 
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love when she is sick, with weariness and despair, and they save her by killing 
the monster, Cloten who pursues her. They are pre-eminently creatures of 
29 
nature. Their nurture has been natural. 
Hunter, however, is very categorical about Imogn's journey vrhich takes place 
under the supervision of gods: 
Imogen's journey is undertaken under the observation of the gods and with 
the fulfillment of heaven's will as her final destination, and her movement from 
the court is a movement into the power of the ruler of the heavens—the sun 
itself. 
On the way to this difficult journey she is tested and tried, but she never 
gives up. She is quite hopeful that truth wUI prevail and falsehood will be defeated. 
Cloten in order to woo Imogen puts on Posthumus' garments. It does not 
impress Imogen at all. In fact, Cloten's love for Imogen is lust as he thinks of raping 
and killing her. The idea is astonishingly bizarre. Imogen loves Posthumus' 
garments even if it is inferior in quality. She says: 
His mean 'st Garment 
That ever hath but chpp'dhis body, is dearer 
In my respect, then all the Hairs above thee. 
Were they all made such men. 
(JIM 132-135) 
29 
30 
Hunter, R. G. . Shakespeare and tlie Comedy of Forgiveness. New York: Columbia UP, 1965p.l55 
Ibid,p.l54 
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There is sexual association between Posthumus' clothes and Imogen . 
Bergeron, too, sees 'sexual association' on Imogen's part between Posthumus and his 
31 
clothes, Bergeron continues to write, 'the clothes seem to offer him a strength he 
32 
otherwise does not have'. Cloten's wearing of Posthumus' clothes expresses his 
inner desire to become like Posthumus, and he dwells on the similarity of his 
appearance to that of Posthumus, not only in respect of the well-fitting garments, 
but also, 'the Lines of my body are as well drawn as his; no less young, more strong' 
(IV.i.9-10). Cloten's plan to take Posthumus' place can never succeed because he 
lacks the inner qualities of Posthumus. His feelings towards Imogen are ambivalent, 
as he admits to himself, 'I love, and hate her' (III.v.71). His love is based on her 
beauty and rank. Love to him means sex and power - 'for she's fair and royal' 
(III.v.71) - rather than on her inner virtues. He hates her because of her devotion to 
Posthumus. 
The war between Britain and Rome erupts. Britain wins. The war proves to 
be blessing in disguise as it leads to reconciliation and resurrection. Wilson Knight, 
who finds it natural that Posthumus, whose role in the play is 'to typify Britain's 
33 
best manhood', should expect Cymbeline to resist the Roman demand for tribute, 
'but what we might not expect is to find precisely the same thoughts expressed even 
Bergeron, p. 162 
^ /bid, p. 163 
Wilson Knight, op.cit, p.l40 
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more satisfyingly by the Queen and Cloten'. Cloten is witty and the queen's 
arguments sound high patriotism at least on the surface level. The very names, 
Posthumus Leonatus, and that of his father, Sicilius, owe something to Roman 
influence, and it is significant that Posthumus changes sides several times in the 
course of the battle, showing that his allegiance is not clearly defined. The decisive 
battle fought at the play's end carries overtones of Armageddon. After the battle, 
those who have been presumed dead — Cymbeline's three children ~ are effectively 
resurrected and restored to life. 
A series of individual conflicts come to light. Characters make their 
confessions. Judgment is threatened but then overturned by pardon. The stunning 
pronouncement of peace at the very conclusion has apparently obscured the extent 
to which judgment fuels this final scene. In fact, the play's action reaches resolution 
in act V, scene V as if before a high court of justice: judgment is declared on the 
queen, lachimo, Posthumus, Guiderius, Cloten, Pisanio, Belarius. In some cases 
judgment is self-inflicted, and in some it is overturned, but the process of hearing, 
evidence and passing sentence proceeds the turn to peace and absolution at the very 
end. The dream offers a balm that partially heals Posthumus' guilty death wish, but 
he still requires a public experience of rebirth. Putting it another way, one could say 
that Posthumus has been reconciled with one family, who exist only inside his 
memory, and now must seek reconciliation with his second family, who exist in the 
^ Ibid., p.l34 
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public arena. His words upon embracing Imogen — "hang there like fruit, my soul, 
/Till the tree die!" (V.v.263-264) - with their combined resonances of fertility, 
crucifixions, and marital imagery, constitute one of the most profound reunions in 
the last plays. 
Hence the perfunctory quality of many of the judgments pronounced in the 
final scene of Cymbeline accords with contemporary understanding of the Last 
Judgment: everyone must be judged, but the judgments are in most cases 
predetermined. So, for instance, the recitation of the queen's confessed crimes 
suggests a life being summarized rather than weighed in the balance. The distinctly 
Christian terms in which her death is recounted are surprising, given her 
overwhelming resemblance to the witch of a fairy tale. 
Cymbeline dismisses the queen's account by pronouncing her the recipient of 
divine justice: 
Our wicked queen. 
Whom heavens, in justice both on her and hers, 
Have laid most heavy hand. 
(V.v.463-465) 
Cloten, somewhat similarly, is recalled in the final scene so that his account 
can be set in order. Pisanio tells the sordid tale of Cloten's violent pursuit of 
Imogen. Cymbeline's defense of title — "he was a prince" (V.v.29l)—is challenged 
by Guiderius' defiant response — "a most incivil one,""nothing prince-like" (V.v.292, 
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293)- The clashing of value systems is part of the larger action of the scene (and the 
play), whereby inner virtues like charity displace outer ones like rank and authority. 
Guiderius, eventually forgiven by Cymbeline precisely because of his own princely 
rank, is correct in his assessment of Cloten, as well as generally triumphant in his 
ability to combine virtue with title. 
After receiving the play's hardest lesson in forgiveness, however, Posthumus 
overturns his anger and everyone's expectations: 
Kneel not to me. 
The pow'r that I have on you is to spare you; 
The malice towards you, to forgive you. Live, 
And deal with others better. 
(V.v.417-420) 
Posthumus finally frees himself from vengeance when he releases lachimo 
from his guilty debt. It is the culmination of Posthumus' education in forgiveness, 
the sequence that illustrates the Advent theme of the arrival of a new dispensation of 
mercy. 
The relationship between mercy and the law is an issue in the other two 
judgments at the close of the play, those of Guiderius and Belarius. Both have 
broken the law of the kingdom: Guiderius in beheading Cloten, Belarius in 
kidnapping Cymbeline's sons. Both believe their actions served justifiable purposes. 
In both cases, the law's significance crumbles when the happy results of Belarius' 
crime come to light. Intentions, inner laws, are shown to matter. 
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The law of Cymbeline's kingdom is overturned by generosity of spirit. The 
king's own vindictive impulse — he says "the whole world shall not save" Belarius 
(V.V.323)-- disappears with the sudden access of joy at discovering his sons; he then 
accepts Belarius as "brother" (V.v.399) Cymbeline applauds Posthumus' decision to 
forgive Jachimo with a significant phrase — "nobly doom'd!" (V.v.422) ~ and himself 
completes the chain of forgiveness by announcing that "pardon is the word to all" 
(V.V.424). Cymbeline's personal decision to embrace forgiveness constitutes the 
scene's largest act of judgment, since it determines the course of his kingdom. When 
the regent "dooms" in favor of peace, he, in effect, transforms his realm from one of 
malice to one given over to celebration of good will. Yet the peaceful chord that 
closes the scene does not invalidate the dominant motif of judgment; instead, peace 
is the happy result of a "noble doom." The monarch resolves the conflict between 
judgment and forgiveness by uniting the two forces in one action. 
Cymbeline's generosity is unmatched. It is the peak of benevolence. After he 
wins the battle with the help of Posthumus, he is not only ready to pay the tribute 
demanded by Rome but also forgives all the imprisoned soldiers. He agrees to give 
freely what he had refused to give under compulsion of the queen. Lucius' speech of 
defeat shows how they had lost all hope when they are about to lose their Uves. 
... had it gone with us, 
We should not when the blood was cool, have threatened 
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Our prisoners with the sword. But since the Gods 
Will have it thus, that nothing but our lives 
May be call'd ransom, let it come: Sufficeth, 
A Roman, with a Romans heart can suffer. 
(V.v.76-81) 
Instead of ordering for 'slaughter' (V.v.72) the Roman captives in revenge for 
the loss of British life, Cymbeline declares "pardon is the word to all". This is the 
climax of benevolent design in Cymbeline. 
Posthumous' first soliloquy in act V is an expression both of sorrow for his 
own trespasses and of forgiveness for the woman, who, he thinks, has trespassed 
against him: 
You married ones. 
If each of you should take this course, how many 
Must murder wives much better than themselves 
For wiying but a little? 
(V.i.2-5) 
Here, Posthumous by forgiving his wife demonstrates that he deserves 
35 
forgiveness. Aquinas believes, 'Repentance is never too late.' The acknowledgement 
of sin is also the source of another basic Christian virtue—charity. It is the 
knowledge of our own sinfulness that inspires us to forgive the sins of others and 
the forgiveness of our fellow human is the sign of true contrition and the sine qua 
non of divine forgiveness. 
' ' Griffith , p.56l-62 
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Luther is forceful on the subject: 'When [the Christian] sees the mote in his 
brother's eye, he should look at himself in the mirror before passing judgment. He 
will then find beams in his eyes big enough to make hog troughs'. Though Luther 
insists that God's forgiveness does not depend upon our forgiveness of others, he 
makes it clear that such forgiveness is, nonetheless, a necessity: I t is also necessary 
for us to provide proof by which we testify that we have received the forgiveness of 
sin. Such proof is to consist in everyone's forgiving his brother his trespasses.' 
According to the Arden editor: 
The hero's remorse of conscience is unconvincing. Since he still believes in 
Imogen's guilt, his attitude towards her should remain unchanged, however 
much he may repent of the supposed murder. To term her alleged offence 
"wrying but a little" seems contrary to the moral code of the play, though as 
Professor Ellis Fermor points out, it is not necessarily inconsistent with the 
feelings of a human being illuminated by grief and seeing with new eyes. 
In spite of Imogen's supposed adultery, in which Posthumus still believes, he 
admits that she is better than him. He wishes that the gods had taken vengeance for 
his own sins, and saved the "noble" Imogen to repent. He speaks of her as the 
mistress of Britain and determines to die in battle for her sake. He enters, 
overwhelmed with guilt and remorse, planning to fight in Britain's defense by way 
of atonement. 
What Luther Says: An Anthology.ed. Plass,I,524. 
' ' Luther,I,527. 
Nosworthy,p.l45 
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For thee, O Imogen, even for whom my life 
Is every breath a death; and thus, unknown. 
Pitied nor hated, to the face of peril 
Myself I'll dedicate. 
(V.i.26-29) 
When Posthumus turns up outside the Roman camp, he is unaware that 
Pisanio has disobeyed the order to kill Imogen and has sent a false token. He 
addresses the token and then the audience: 
Yea, bloody cloth, I'll keep thee, for I wish 'd 
Thou should'st be colour'd thus. You married ones, 
If each of you should take this course, how many 
Must murder wives much better than themselves 
For wrying but a little! O Pisanio, 
Every good servant does not all commands; 
No bond, but to do just ones. Gods, if you 
Should have ta'en vengeance on my faults, I never 
Had liv'd to put on this; so had you saved 
The noble Imogen to repent, and struck 
Me, wretch, more worth your vengeance. 
(V.il-11) 
Judged on intentions, he is guilty of his wife's murder, and critical 
reaction to Posthumus at this point generally endorses his scathing self-
indictment. The situation is complicated by Posthumus' still believing that 
Imogen has cuckolded him. Nevertheless, he now dismisses her supposed 
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infidelity as "wrying but a little." Even the fifteen-year penitent Leontes does 
not suggest that he would forgive Hermione had she actually been unfaithful. 
He realizes instead that his own perceptions were mistaken. Posthumus' 
forgiveness therefore violates the norms for Renaissance drama, where honor 
is typically the code which regulates sexual behavior. His attitude here, as 
Joan Carr writes, "parallels the Christian doctrine of forgiveness: 'Love your 
enemies, do good to them that hate you"' . 
Robert Hunter, who sees Posthumus as "the central, humanum genus 
figure of the play" , describes the character's crucial inner turn toward self-
knowledge: "Self-knowledge must necessarily be a knowledge of sinfulness, 
and it will lead to remorse and the forgiveness of a wife who, he thinks, has 
wronged him" . Posthumus achieves a perception from which recognition of 
common sinfulness allows for mutual forgiveness. 
Posthumus' soliloquy gives extreme, even exaggerated, expression to such 
ideas. Addressing the theater audience, he insists that sinfulness is inherent in the 
human condition: 
You married ones, 
If each of you should take this course, how many 
Hunter,op.cit.,.p.l43 
•" Ibid,p.l6l 
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Must murder wives much better than themselves 
For wrying but a httle? 
(V.i.2-5) 
Posthumus is searching, reaching for an understanding of divine judgments. 
He addresses the gods: 
But alack, 
You snatch some hence for little faults; that's love, 
To have them fall no more: you some permit 
To second ills with ills, each elder worse, 
And make them dread it, to the doers' thrift. 
(V.i.11-15) 
Although he then prays to be made an instrument of the gods ("do your best 
wills, / And make me blest to obey" (V.i.l6-17) , his presumption of the ability to 
measure faults and to discern divine purposes reveals Posthumus to be still obsessed 
with judgment. He has achieved forgiveness toward Imogen by turning the 
judgmental impulse upon himself — "Me, wretch, more worth your 
vengeance"(V.i.ll). His life to him is "every breath a death" (V.i.27). He flings 
himself into battle, but soon complains he "could not find death where I did hear 
him groan" (V.iii.69). He leaves off fighting to seek death unequivocally: 
For me, my ransom's death: 
On either side I come to spend my breath, 
Which neither here I'll keep nor bear again. 
But end it by some means for Imogen. 
(V.iii.80-83) 
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Although he adopts a sacrificial tone, Posthumus' dedication to death evinces 
profound soul-sickness. The burden of Posthumus' experiences in act V is to carry 
him from a legalistic view of sin, whereby death can be the only adequate payment 
for his crime, to an acceptance of grace, which demands an act of self-forgiveness. 
Posthumus' accusations against himself illustrate that an obsession with judgment is 
dangerous in private as well as in public contexts. Having lost his wife, his 
allegiance to the British throne, and his fighting spirit, Posthumus drops to the nadir 
of his fortunes. 
Posthumus is almost in a state of Hamlet where he doesn't know what to do, 
end his life or to keep it. Posthumus apparently means he will "keep" not only the 
tablet but his life, which only a few moments before he was eager to doff There is a 
submerged echo of Hamlet's If it be now, 'tis not to come; if it be not to come, it 
will be now; if it be not now, yet it will come ~ the readiness is all. (Ham. V.ii.220-
222). In contrast to the funeral in act IV, which proclaimed repeatedly that "all 
must...come to dust, " Posthumus' dream counts, for him at least, as an indication of 
life after death. During his sleep, "solemn music" plays, after which certain 
musicians precede the stately entrance of two ghosts ~ his father, dressed as a 
warrior, and his mother. After more music his dead brothers appear with the 
wounds they received in battle. The first stage direction concludes: "They circle 
Posthumus round as he Jies sleeping' (V, iv, 29 SD). Next the Posthumus family 
appeals to Jupiter to intervene on behalf of the unfortunate Posthumus. Another 
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stage direction brings the scene to its climax: "Jupiter descends in thunder and 
lightning, sitting upon an eagle: he throws a thunderbolt. The Ghosts fall on their 
knees" (1. 92 SD) After hurling his thunderbolt Jupiter rebukes the Leonati for their 
complaints, assures them that Posthumus will be reconciled to Imogen, and gives 
them a tablet to lay on Posthumus' breast. He then ascends and the ghosts vanish. 
Benevolence is at the level of spectacular. Posthumus awakes, reads the oracular 
tablet, and is appropriately puzzled. There is a direct intervention by the god. The 
play gains immeasurably from Jupiter's presence, since, in giving his approval to the 
establishment of peace and harmony at the end, the presence of Jupiter is all-
pervading, infinitely durable to make the world benevolent: 
The fingers of the Powers above, do tune 
The harmony of this Peace. 
(V.v.467-468) 
Even lachimo repents at the end: 
The heaviness and guilt within my bosom, 
Takes off my manhood: I have belied a lady. 
The Princess of this Country; and the air on't 
Revengingly enfeebles me.... 
(V.iLl-4) 
Cymbeline, too, is near despair, with Cloten and Imogen missing, and the 
Queen mortally ill: 
... my queen 
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upon a desperate bed, and in a time 
When fearful Wars point at me: Her son gone, 
So needful for this present. It strikes me, past 
The hope of comfort. 
(IV.iii.5-9) 
Belarius blesses Cymbeline's sons before handing them over to him, and the 
images of heavenly water and inlaying of stars express the fertility anticipated once 
order is restored: 
The benediction of these covering Heavens 
Fall on their heads h'Jce dew, for they are worthy 
To in-lay Heaven with Stars. 
(V.v.351-353) 
For Cymbeline, the restoration of his sons and daughter explains the 
benevolent design of the play: 
Oh, what am I? 
A Mother to the birth of three? Ne'er mother 
Rejoic 'd deh'verance more . 
(V.v.369-371) 
The final scene of Cymbeline where the reunion is in action is almost similar 
to Pericles-, where Pericles asks Marina to confirm her identity: 
Bel. Be pleased a while; 
This gentleman, whom I call Polydore, 
Most worthy prince, as yours, is true Guiderius: 
This gentleman, my Cadwal, Arviragus, 
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Your younger princely son, he, sir, was lapp'd 
In a most curious mantle, wrought by th' hand 
Of his queen mother, which for more probation 
I can with ease produce. 
Cym. Guiderius had 
Upon his neck a mole, a sanguine star. 
It was a mark of wonder. 
Bel. This is he. 
Who hath upon him still that natural stamp. 
It was wise Nature's end in the donation 
To be his evidence now. 
Cym. O, what am I? 
A mother to the birth of three? Ne'er mother 
Rejoic'd deliverance more. Blest pray you be. 
That, after this strange starting from your orbs. 
You may reign in them now! 
( V.v.357-373) 
Belarius offers one, the 'curious mantle', and Cymbeline asks for another, 
Guiderius's mole. When Belarius says that 'it was wise nature's end in donation' 
everything has followed a providential plan—this could just be bit of conventional 
piety, but in this plays which actually has a staged divine intervention, and in 
Shakespearean romance generally the presence of supernatural is tangible and 
pressing. 
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The last scene explodes the dramatic dynamite. Posthumus, Imogen and 
lachimo are brought together on the stage for the first time. Posthumus, believing 
that Imogen has been murdered by his orders, and not recognizing her in the boy 
Fidele, wishes to die. As soon as Imogen sees the ring on lachimo's finger, she 
begins the questioning which causes him to confess his villainy, and so informs 
Posthumus that he has been duped. But he still does not know that Imogen is alive. 
There is a poignant passage in which Imogen reluctantly refuses to beg for the life of 
her Roman master, who had just begged successfully for hers, because she must first 
establish the truth of lachimo's villainy. But Shakespeare wrings the last ounce of 
sensation out of the situation by making Posthumus strike Fidele, whom the 
audience know to be Imogen, and thereby provoke Pisanio to reveal her identity. 
Posthumus blames not lachimo but himself and forgives the slanderer as Imogen 
had forgiven him. 
lachimo knows he is worthy of death, but even his confession is associated 
with the fertility of the wedding ring, now restored, and Imogen's bracelet, both 
emblems of faith in marriage: And with this she makes her request to the king. The 
choice is explained for among the Roman prisoners she has spotted lachimo, 
wearing her diamond ring: 
94 
Imo: My boon is, that this gentleman may render 
Of whom ye had this ring. 
(V.v.135-36) 
She wants lachimo to tell truth .before everyone. lachimo confesses his crime 
and proclaims that Imogen is faithful to Posthumus. He had in fact deceived him. 
Posthumus realises the worth of Imogen after knowing the truth from lachimo , and 
he repents from the depth of his heart. The vigorous expression of distress and 
remorse, hurting the one for whom he cares the most is an affirmation of 
Posthumus' fitness for redemption. He terms Imogen 'The temple\Of 
Virtue'(V.v.220-22l). lachimo returns the ring and bracelet: 
Take that hfe, beseech you, 
Which I so ofien owe: but your ring first. 
And here the bracelet of the truest Princess 
That ever swore her faith. 
(V.v.415-418) 
Also vital to peace and prosperity is the re-establishing of the royal hne 
through Guiderius: 
The lofty cedar, royal Cymbeline 
Personates thee: And thy lopp 'd branches point 
Thy two sons forth: who, by Belarius stol'n 
For many years thought dead, are now reviv'd 
To the majestic cedar join 'd; whose issue 
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Promises Britain peace and plenty. 
(V.v.454-459) 
Shakespeare writes about the end of the queen in a very mild manner which 
is indicative of the fact the sense of order, harmony and peace are at the close of the 
play, in which 'Pardon's the word to all' (V.v.423). However, Tinkler writes, 'A large 
number of the images involve ideas of muscular tension and strain .... There is an 
insistent feeling of brutal strain', contributing to the violent atmosphere of the 
play. Though the queen meets a violent death, Shakespeare writes about her end: 
Cor. With horror, madly dying, like her life. 
Which (being cruel to the world) concluded 
Most cruel to herself. 
(V.v.31-33) 
One important piece of stage violence is not strongly expressed, however. 
This is the striking of the disguised Imogen by Posthumus in the final scene: 
Imo. Peace my Lord, hear, hear— 
Post. Shall's have a play of this? Thou scornful Page, 
There lie thy part. [striking her: she falls] 
Pis. O, Gentlemen, help! 
Mine and your Mistress: Oh my Lord Posthumus! 
You ne're kill'd Imogen till now: help, help, 
Mine honour'd Lady! 
F.C. Tinkler. Cymbeline, Scrutiny 7 (1938) 6. 
96 
Cym. Does the world go round? 
Post. How comes these staggers on me? 
Pis. Wake my Mistress. 
(V.v.227-233) 
Taylor has observed, the 'blow brings to a climax and to an end the thwarted 
relationship between the lovers', and it also creates mystery and suspense when 
Imogen is about to reveal her identity. 
In contrast to the other last plays, in which the lost are restored singly, 
Cymbeline features a vast reunion, in which almost everyone experiences the return 
of a loved one believed to be dead. The gathering of the last union is also compared 
to the doomsday. Belarius, Arviragus, and Guiderius are baffled by the presence of 
"Fidele," the boy they have buried. Belarius' stunned question, "Is not this boy 
reviv'd from death?" (V.v.119) implies the possibility of resurrection, although he 
hesitates to assume this has happened. Guiderius, insisting "we saw him 
dead"(V.v.l26) , apparently thinks he sees "Fidele's" ghost before him. Pisanio, who 
has feared for Imogen's life, recognizes her in disguise. Posthumus discovers the wife 
he thinks he has killed. And Cymbeline's three children — the two sons missing 
some twenty years, the daughter presumed dead after her flight from court -are 
restored to him. 
Michael Taylor, "The Pastoral Reckoning in Cymbeline Shakespeare SurveyTA (1983): 105 
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The final scene of Cymbeline also features a stunning number of reversals. 
Imogen forgives Posthumus for doubting her, testing her, and plotting to kill her. 
Posthumus forgives lachimo for deceiving him. Cymbeline forgives Belarius for 
kidnapping his two sons, and then decrees that "pardon's the word to all" (V.v.422). 
The sheer magnitude of forgiveness — Cymbeline even offers tribute to his defeated 
foe ~ violates expectations created by the rest of the play. 
David Daiches narrates Imogen's adventures praising her heroic qualities. The 
way she controls the situation stemming out of her husband's suspicion from 
beginning of the play till the end is maravellous. Daiches writes: 
She takes her destiny into her own hands and having survived the shock of 
hearing that her husband has ordered her to be murdered and the counter 
shock of seeing what she thinks is the dead body of her husband, survives to 
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win her husband back in the final scene of explanation and reconciliation. 
At the end, Cymbeline shows similarity to a miracle play. The miracle plays 
primarily celebrate God's love for man and the mercy which God is constantly 
willing to extend to his repentant creatures. In Cymbeline too repentant characters 
are granted mercy. The human virtue which the medieval plays exalt is man's love 
for God. These verities of love remain important in Cymbeline, but the primary 
emphasis is shifted to two kinds of human love: the romantic love of man and 
A Critical History of English Literature. Vol.2. New Delhi: Allied Publishers Limited, 1969 p.298 
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woman, and charity. The most powerful emotional moment of the last scene of 
Cymheline comes in the lines that dramatize the reunion of Posthumous and 
Imogen: 
Imo. Why did you throw your wedded lady for you? 
Think that you are upon a rock, and now 
Throw me again. 
Post. Hang there hke fruit, my soul. 
Till the tree die. 
(V.v.261-265) 
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Prof. A.A.Ansari, compares Posthumus to an eagle and Imogen to phoenix 
and gives valuable inputs to the conclusion of this discussion: 
In spite of the mirage of death life continues to flourish at the subterranean 
level, and contribution to the idea of unification is made unwittingly by the 
newly recognized two brothers of Imogen: Guiderius and Arviragus. Although 
Cymbeline , unlike Imogen, has had no experience of even feigned death, yet 
in being reunited with his supposedly lost 'sons' and daughters, and reconciled 
to Posthumus after following the lone meandering path of mistrust and moral 
conftision and eventually accepting the burden of his own sin, he , too becomes 
partaker of the thrill of new life being ushered in and goes the experiences of a 
sort of baptism. Posthumus has been referred to as eagle(I chose an eagle/And 
did avoid a puttock') with an unflinching gaze—something which connotes 
45 
'Cymbeline: The Design of Harmony." The Aligarh Journal of English Studies.l2.l(l987).p.26 
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both radiance and strength—and Imogen as phoenix('She is alone the Arabian 
bird') which is reborn out of its own ashes. Both these basic symbols, with all 
the richness of concretion that gathers around them, link up with the other 
elements of structure in helping to build up the ultimate design of harmony (or 
'harmonized experience') in the play. 
Hence, what we find at the end, disorder is a thing of the past, separation is 
no more, wicked characters are buried with their wickedness, and characters chose 
to be good flourish with their benevolent design. The war which is usually loathed 
in blood, horror and death turns out to be an event of reconciliation, clearing doubts 
and peace. Love prevails all around and there is a general pardon to all from the 
king and his followers. The life in spite of its pain and its suffering, and its 
inevitable end in death, is beautiful alter all as the characters educate each other for 
benevolence and which is the central concern of the play. So, Posthumus spares 
lachimo's life and instructs him to deal with others in a benevolent manner: 
The power I have on you is to spare you: 
The malice towards you, to forgive you. Live 
And deal with others better. 
(V.v.419-421) 
Cymbeline ushers in a new era where only peace reigns He embraces the 
defeated army, forgives deposed soldiers and accepts his daughter and banished son-
in-law. The Roman eagle of Imperialism vanishes, pardon and harmony steps in. 
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The fountain of love floats all around and engulfs the entire kingdom. Cymbeline 
cries out of joy: 
Cym. Never was a war did cease, 
(Ere bloody hands were wash d,) with such a peace. 
(V.v. 485-486) 
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Chapter IV 
Theme of Benevolence in The Winter's Tale 
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The Design of Benevolence in the Last Plays of Shakespeare 
Theme of Benevolence in The Winter's Tale 
The theme of benevolence, Uke Pericles and Cymbeline also dominates in 
The Winter's Tale. Here, too, the major characters repent after committing sin. 
Their suffering and repentance ultimately lead them to redemption and resurrection. 
The supernatural powers keep constantly playing their benevolent roles. 
Shakespeare's primary source for The Winter's Tale is Robert Greene's 
romantic novella, Pandosta (1588), the subtitle of which is The Triumph of Time. 
However, Shakespeare's version differs from Greene's in the addition of Hermione's 
restoration and her reunion with Perdita and Leontes, and the creation of the long 
pastoral episode based on Greene's brief mention of a sheep-shearing feast. 
Shakespeare also adds and expands several characters. Paulina is entirely 
Shakespeare's creation. She is Hermione's champion and protector, and the fearless 
accuser of Leontes' jealousy, as well as the guide of his actions and the keeper of his 
conscience during his period of remorse. Camillo, the poisoner and revealer of the 
poisoning plot, becomes the one who orchestrates the movement of all the 
Bohemian characters back to Sicilia. And Autolycus, who assists with this 
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orchestration, is a magnificent and comic expansion of Greene's Capnio, an wily old 
servant. 
The most critical change is Shakespeare's creation of two separate worlds and 
the movement between them. Greene's Pandosta begins in Bohemia, and then 
moves to Sicilia. However, this movement does not serve to underscore the themes 
of the story as it does in The Winter's Tale. Shakespeare reverses the locations and 
adds the return to the Sicilian kingdom. The court in Sicilia is chaotic and artificial, 
a cold, confining place where Leontes' jealousy can grow into an unreasonable rage 
which tragically destroys marriages, families, friendships, even life itself. In contrast, 
the kingdom of Bohemia is natural, delightfully comic and festive, a life-restoring 
world where Florizel and Perdita's love can blossom. In this pastoral setting, the 
issues of courtship and marriage are treated lightly and hold the potential for a 
happy resolution. The return to Sicilia unifies these contradictory worlds in a new 
realm of serenity and acceptance. Here, love and friendship are renewed, and faith in 
the spontaneous, mysterious processes of Nature is restored in one miraculous 
moment. This movement between Sicilia and Bohemia marks the redemptive, 
renewing qualities of the passage of Time which along with the human journey 
through the life , are the primary themes of the play. Shakespeare also makes 
drastic changes in the events of the story. He adds the statue scene from another 
source, because in Greene's romance, Bellaria, the equivalent of Hermione, actually 
dies after her trial. Also, it is Bellaria who asks that the oracle be consulted. 
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'The Pygmalian story has also its influence' on The winter's Tale. According 
to Benson, the Pygmalion story from Book 10 of Ovid's Metamorphoses, in which 
Venus grants the artist's prayer to animate his sculpture, is also a major influence on 
the scene as well, as are possibly some scenes from French and Spanish romances 
where statues are brought to life. Any one of those, such as the Spanish Amadis de 
Gavde (1532), may be the "old" or "winter's" tale to which the play refers (5.2.29). 
Thus, The Winter Tale represents not so much the triumph of one source over 
another as it does Shakespeare's masterful blending of these sources into his own 
unique vision. 
The Winter's Tale is said to be a play superior to Cymhehne and truly it is 
more pleasing. It has generally received positive and favourable remarks from the 
critics. F. R. Leavis, says ' The Winter's Tale has been considered a superior work 
than 'Cymbeline . However, Kenneth Muir feels that 'The Winter's Tale is an 
•a 
amalgam of Pericles and Cymbeline. 
The conflict between benevolence and malevolence permeates the play. At the 
beginning, suspicion engulfs Leontes' mind, against his very close friend Polixenes 
and his wife Hermione. Evil triumphs as a destructive force on Leontes' complex 
mind. It destroys his peace, separates his family and friends, Leontes loses his wife, 
Sean Benson. "The Resurrection of the Dead in the Winter's Tale and the Tempest." Renascence; Essays on Values in 
Z/fe/ah//ie 61.1(2008) 
F. R. Leavis, "The Criticism of Shakespeare's Late Plays: A Caveat", Scrutiny, X (April, 1942), 340. 
Kenneth Muir . Last Periods of Shakespeare, Racine Ibsen. Detroit: Wayne State University Press, 1961. p.45 
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his son, his friend and loyal courtiers. But in terms of Shakespeare's plan Leontes 
has to be redeemed to work out the design of benevolence. Therefore, Leontes goes 
through a long period of penance, and mourning which paves the way for 
benevolence. 
Almost spiritual atmosphere pervades at the beginning of the play. The 
opening scene, its environment of friendship and peace is quite alluring. Polixenes' 
description of the shared boyhood of himself and Leontes, indicates the divine 
atmosphere: 
We were as twinned lambs that did frisk i'th' sun, 
And bleat the one at tb 'other. What we changed 
Was innocence for innocence. We knew not 
The doctrine of ill-doing, nor dreamed 
That any did. Had we pursued that life, 
And our weak spirits ne'er been higher reared 
With stronger blood, we should have answered heaven 
Boldly, "Notguilty, "the imposition cleared 
Hereditary ours. 
(I.ii.67-75) 
It stresses the friendship of the two kings- 'there is not in the World, either 
Malice or Matter, to alter it' (I.i.33-34). Apart from references to the oracle and 
occasional invocations to the gods, and examples drawn from their behaviour, the 
atmosphere is overwhelmingly Christian in tone. Great piety and resignation 
pervades the play, but the repentance is a Christian repentance, through prayer. 
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open confession, and good works. There is very little of the so-called Greek spirit in 
the play. 
But this entire spiritual atmosphere is marred by Leontes jealousy. Polixenes 
acceptance of Hermione's request to stay for a couple of days more , which also has 
Leontes' approval, led Leontes to suspect his own wife. He accuses Hermione of 
adultery. Leontes' stubborn and obstinate mind prevents him to listen to anything 
from the outside world. Hermione is shocked. She fails to understand Leontes' 
accusation, who dreams to lay down his life for Leontes. She says: 
Her. Sir, 
You speak a Language that I understand not: 
My Life stands in the level of your dreams, 
Which I'lle lay down. 
Leontes replies: 
Leo. Your Actions are my dreams. 
You had a Bastard by Polixenes, 
And I but dream 'd it! 
(in.ii.79-84) 
The jealous mind alienates himself further from the outside world by 
determining the fate of Polixenes before listening to anyone. He is not ready to 
listen even to Camillo. Hence , the harmony and peace of Sicily is torn apart: 
Leo. lower messes 
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Perchance are to this Business purbhnd? Say! 
Cam. Business, my lord? I think most understand 
Bohemia stays here longer. 
Leo. Ha? 
Cam. Stays here longer. 
Leo. Ay, but why? 
Cam. To satisfy your highness, and the entreaties 
Of our most gracious mistress. 
Leo. Satisfy? 
Th' entreaties of your mistress? Satisfy? 
Let that suffice. 
(I.ii.227-235) 
Leontes is driven to insane passion and feels that he is a cuckold, or a foolish 
man whose wife has been unfaithful. He suspects his wife, but no one in Sicilia 
believes him. His councilor Camillo bluntly contradicts the king, and characterizes 
Leontes's jealousy as "diseased opinion": 
Cam: 1 would not be a stander-by, to hear 
My sovereign mistress clouded so, without 
My present vengeance taken: 'shrew my heart. 
You never spoke what did become you less 
Than this; which to reiterate were sin 
As deep as that, though true. 
(I.ii.279-284) 
Leontes' jealousy is the major source of conflict in the first part of the play. 
Critics like Quiller-Couch, Coleridge , Nathan , Pafford and Brooke have different 
108 
opinions on this question. Quiller-Couch is emphatic that the dramatist 'bungled it' 
while Coleridge thought the early action 'well calculated to set in nascent action the 
jealousy of Leontes', and Nathan went even further, seeing Shakespeare's treatment 
of the passion as ' another proof of his craftsmanship' . S.L .Bathell feels: 'This is his 
sin, the sin of sexual jealousy, and it comes upon him with no warning , apparently 
from without ... .Sin comes from without , as in the Christian scheme it comes from 
the temptation of the devil—we are concerned , I think, with the general origin of 
evil as well as with the particular sin of Leontes. 
The factors that could motivate jealousy as detected by Coleridge seem to be 
quite reasonable. What Coleridge suggests is that Polixenes' 'obstinate refusal' to 
g 
comply with Leontes' request, followed by great willingness and enthusiasm with 
which he is persuaded by Hermione, leads Leontes to suspect Hermione of 
unfaithfulness. His suspicion has tormented him from within. He expresses his inner 
thoughts. 'Leontes is shown as a man inwardly tormented. His misery expresses 
itself in short, stabbing sentences of great force' : 
Too hot, too hot! 
To mingle friendship far is mingling bloods. 
Quiller-Couch, Workmanship, p.290 
Coleridge, p. 167. 
Norman Nathan, 'Leontes'Provocation', Shakespeare Quarterly, 19(1968), 24. 
' Bethell,p.78 
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/ have tremor cordis on me: my heart dances 
But not for joy; not joy 
(I. a. 109-112) 
His anguish is expressed in these words: 
Go play, boy, play; thy mother plays, and I 
Play too, but so disgrac'd a part, whose issue 
Will hiss me to my grave: contempt and clamour 
Will be my knell. Go play, boy, play. There have been 
(Or I am much deceiv'd), cuckolds ere now, 
And many a man there is (even at this present, 
Now, while I speak this) holds his wife by th' arm. 
That little thinks she has been sluic'din s' absence. 
And his pond fish 'd by his next neighbour, by 
Sir Smile, his neighbour. . . 
(I. iL 187-196) 
Finally, he calls Hermione 'slippery'. Paulina tries to persuade Leontes but 
in vain. She goes to the prison to take the newly born babe in order to show the 
similarities between the infant and Leontes. Paulina's speech of divine freedom in 
the prison is marvelous when the jailer does not allow her to take the infant from 
the prison. She tells the jailer the child is free 'By law and process of great nature'. 
Hence, there is no reason for him to fear: 
You need not fear it, sir: 
The child was prisoner to the womb, and is 
By law and process of great nature thence 
Freed and en&anchis'd. . . 
10 
(II. a. 58-61) 
Now the diseased mind of Leontes terms Paulina a witch, when she shows 
him the newly born babe. He is not ready to change. He is not ready to accept that 
the infant is his daughter. He shouts: 'Out! A mankind witch!' (II. iii. 67). He orders 
the infant to be killed. He is, as Paulina observes, 'mad' (II. iii. 71). His attack gets 
more violent and excessively ugly. He does not even leave the poor infant and terms 
her 'bastard': 
Traitors! 
Will you not push her out? Give her the bastard, 
Thou dotard! thou art woman-tired, unroosted 
By thy dame Partlet here. Take up the bastard, 
Take't up, I say; give't to thy crone. 
(H. iii 72-76) 
He continues abusing and threatening Paulia in outrageous manner: 
Leon. I'll ha' thee bum't 
Paul. I care not: 
It is an heretic that makes the lire. 
Not she which bums in't I'll not call you tyrant; 
But this most cruel usage of your queen— 
Not able to produce more accusation 
Than your own weak-hing'd fancy—something savours 
Of tyranny, and will ignoble make you. Yea, scandalous to the world. 
Leon. On your allegiance. 
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Out of the chamber with her! Were I a tyrant, 
Where were her life? she durst not call me so. 
If she did know me one. Away with her! 
(II. Hi 113-124) 
In casting out of Perdita and imprisoning Hermione , Leontes firmly 
opposes the divine order. The order to kill Perdita is the most horrible crime. This 
intended murder is "what Shakespeare makes the symbol for complete wickedness: 
the command to murder a child" . In the play infanticide takes an added horror 
from the fact that the child is Leontes's own. 
Unjustified sexual jealousy destroys his peace of mind. The country was at 
peace when the play begins. But Leontes destroys his peace of mind, peace of his 
family and peace of his kingdom by suspecting his innocent wife and friend. He is 
responsible for destroying an orderly love dominated world. His diseased mind 
causes chaos at the moral and social level in the country. What he does is against 
any reUgion, established belief or faith. It is completely against the ethos of Bible. 
According to Bible, "How many fools serve mad jealousy!" Further, "The ear of 
jealousy heareth cJl things, and the noise of the grudging shall not be hid." ,12 
Paul N.Siegel ."Leontes A Jealous Tyrant." Review of English Studies 1.4 (October,1950),307 
Geneva Bible, Wisdom of Solomon (Apocrypha) 1.10 
Geneva Bible, Song of Solomon 8.6b 
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Camillo , one of Leontes' courtiers is unable to understand Leontes' neurotic 
misconceptions. He fails to understand as to why Polixenes' agreement to stay in 
Sicilia is seen as a sexual favour to Hermione. The opposition of Leontes is general. 
It is not only Camillo who opposes the king but Antigonus too raises his voice in 
dissent: 
Be certain what you do, sir, lest your justice 
Prove violence, in the which three great ones suffer, 
Yourself, your queen, your son. 
(Il.i. 127-129) 
Camillo's tone is echoed by all the courtiers. All come forward defending the 
queen which reflects possibility of human decency. They deny the accusation 
unequivocally which makes Leontes even more furious and he tries to justify his 
diseased opinion: 
Is whispering nothing? 
Is leaning cheek to cheek? is meeting noses? 
Kissing with inside lip? stopping the career 
Of Laughter, with a sigh? (a note infallible 
Of breaking honesty) horsing foot on foot? 
(I.ii.284-288) 
Leontes's diseased mind denounces everything after his imagined sexual 
offences: 
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Is this nothing? 
Why then the world, and all that's in't, is nothing, 
The covering Sky is nothing, Bohemia nothing. 
My wife is nothing, nor nothing have these nothings. 
If this be nothing. 
(I.ii.292-296) 
Hermione patiently endures her suffering and leaves judgment on God. Her 
patient endurance of her husband's cruel abuse epitomizes the major theme of the 
romances: "This action I now [undergo] is for my better grace" (II.i.121-22). 
Confident that divine powers will vindicate her, she courageously surrenders to 
Leontes' will as she is taken off to prison. Later, at her trial she is eloquent and 
articulate in her own defense, yet she finally rests her case with the gods: "Apollo be 
my judge!" (III.ii.ll6)Kenneth Muir writes Molly Mahood's opinion about 
Hermione that she plays the "symbolic role of Heavenly Grace" and "reappears 
literally as Patience on a monument" while "Perdita stands for his [Leontes'] self-
r . -.13 
torgiveness . . . 
Hermione's love is the manifestation of God's love. Her love is not sensual. It 
is more than a romantic love. The ultimate aim of this love is to achieve divine 
grace. It will continue if it is given due importance, in other words it is accepted. As 
M.M.Mahood has put it, Hermione "acts the role of regenerative grace to Leontes" 
http://www.uni-tuebingen.de/uni/nec/muit6l.htm 
Shakespeare's Wordplay, p.151 
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and all the varieties that are sustained in the opening scenes of the play have their 
ultimate source in the divine grace. But the grace can only continue if it is accepted. 
Leontes destroys it by rejecting the manifestation of grace. 
Leontes , in the meantime, sends Cleomenes and Dion to the Oracle of 
Apollo for 'greater confirmation', realizing the danger of rashness and wishing to 
'give rest to the minds of others' (II. i. 179-92). Cleomenes and Dion return 
awestruck, deeply impressed by the island's 'delicate' climate, the 'sweet' air and 
general fertility (III. i. 1-3). They pray that 'great Apollo' and the package sealed by 
'Apollo's great divine' may quickly turn all 'to the best' and disclose something 
rare. 
Hermione is brought to trial. Leontes opens the proceedings with a 
disclaimer: 
Let us be clear'd 
Of being tyrannous, since we so openly 
Proceed in justice . . . 
(III. a. 4-6) 
Hermione's defence is characterized by lucidity and reason. Her 'integrity' 
(III. ii. 27) is in every syllable. She wields a martyr-like strength; 
Her. But thus, if powers divine 
Behold our human actions, (as they do), 
I doubt not then but innocence shall make 
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False accusation blush, and tyranny 
Tremble at patience. 
(III. a. 28-32) 
She appeals to Leontes' conscience. Her language grows more and more 
convincing: 
Her. Sir, spare your threats: 
The bug which you would fright me with I seek. 
To me can life be no commodity; 
The crown and comfort of my life, your favour, 
I do give lost; for I do feel it gone, 
But know not how it went. My second joy. 
And first-fruits of my body, from his presence 
I am barrd, like one infectious. My third comfort, 
(Starrdmost unluckily), is from my breast, 
(The innocent milk in its most innocent mouth), 
HaTd out to murder. . . 
(III. a 92-102) 
Cleomenes and Dion swear on a 'sword of justice' (III. ii. 124) that the 'holy 
seal' (III. ii. 128) is intact; and the package is opened. The communication of divine 
truth is blatantly in Hermione's favour: 
Hermione is chaste; Polixenes blameless; Camillo 
a true subject; Leontes a jealous Tyrant; his inn 
ocent babe truly begotten; and the king shall 
live without an heir, if that which is lost be not 
found. 
(III.ii.132-35) 
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For Leontes this is the terrible truth about his sinfulness. It should bring him 
through self-knowledge to contrition. But in his wrath, Leontes blasphemes by 
rejecting the words of gods: 
There is no truth at all i'th' Oracle: 
The sessions shall proceed: this is mere falsehood. 
(in.ii. 140-141) 
He pronounces the oracle 'mere faslehood' that outrages divine power. 
Punishment follows with the death of his son: 
Serv. The Prince your son, with mere conceit, and fear 
Of the Queen's speed, is gone. 
Leo. How! gone? 
Sen Is dead. 
Leo. Apollo's angry, and the heavens themselves 
Do strike at my injustice. 
(Ill.ii. 154-159) 
The death of Mamillius is the most painful experience for Leontes. His death 
may be explained at two levels: first, naturalistically he dies because Leontes was 
cruel to his mother. He had put her in chains. His mother was charged of adultery. 
He dies as a result of torture to his mother by his father. He has also attempted to 
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murder his daughter, Perdita. At the supernatural level, death of his son is the result 
of his defying gods. He wanted to destroy all the manifestations of God's grace 
except his son Mamillius. He did not want to lose this gift of god. Therefore, God 
punishes him by taking away from him what he does not want to lose at any cost. In 
fact Mamillius becomes the instrument of God to Punish Leontes. In Cymbeline too 
God employed the instruments to punish the one who defies this law. There, it was 
the evil instrument, the queen and Cloten , who were 'cast into the fire': Here, it is 
the child who is the very symbol of innocence, the child whom they destroy or 
allows Leontes to destroy. But, the punishment which follows Leontes is not only 
punishment to him alone. Mamillius is the son of Hermione as well. 
Death of Mamillius opens Leontes' eyes. He realizes that God is angry. He 
now feels that he has committed a sin. He is suddenly overcome by a sense of his 
own sinfulness, experiences, contrition, and asks the god's pardon, confesses what 
he now realizes are his sins, and expresses his desire to make satisfaction to those he 
has wronged: 
Apollo, pardon 
My great profaneness 'gainst thine Oracle! 
I'll reconcile me to Polixenes, 
New woo my Queen, recall the good Camilla... 
(III.ii.153-156) 
His repentance, however, comes too late to save Hermione. She loses consciousness 
at the announcement of Mamillius' death and is later reported dead. Leontes next 
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speaks two revealing phrases: 'I have', he whispers, 'too much beUeved mine own 
suspicion', he admits 'being transported by [his] jealousies'. (III. ii. 152, 159) 
Leontes decides to spend rest of his Ufe in remorse and penitence. However, 
according to Richard Proudfood, "His response to the first blow, the death of 
Mamillius, is selfish fear of Apollo's anger not compassion for Hermione." 
"Evil is inherent in human nature and the innocent suffer as a result" . The 
death of Mamillius embarrasses most of the critics of the play. Paul N. Siegel writes, 
"The loss of [Leontes] son is more than made up for by the recovery of his wife and 
17 
daughter" . God punishes Leontes by taking away from him, his most beloved son. 
Mamillius' death is in fact a lesson to a father who fails to understand his chaste 
mother and innocent angel like sister. Since, evil is inherent in human nature and 
the innocent suffer as a result, Shakespeare as a great artist never hesitates to use 
any of the farfetched devices of romance that will serve his purpose. Both happiness 
and misery "both joy and terror" are human possibilities, and he insists upon the 
reality of both. 
Paulina describes the intensity of his sin. She is highly critical of his remorse. 
She says that the gods will never accept his repentance as his sin is far greater and 
Richard Proudfood. "Verbal Reminiscence and the two part structure of The Winter's Tale' ShaJcespeare Survey29(l976):67-7S 
Robert Grams Hunter. Shakespeare and the Comedy of Forgiveness. New York: Columbia University Press,1965.p.203 
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heavier. Divine powers, through their instrument Paulina, conceal from Leontes the 
fact that Hermione is alive, which is the source of his sixteen year long penance. 
Like Posthumous, Leontes too, endures the false belief that he has killed the woman 
he loves but his suffering is far lengthier and more intense than him. Further, 
Paulina keeps on pricking Leontes' conscience saying that his prayer is not enough: 
betake thee 
To nothing but despair. A thousand knees 
Ten thousand years together, naked, fasting, 
Upon a barren mountain, and still winter 
In storm perpetual, could not move the gods 
To look that way thou wert. 
(III.ii.209-214) 
Antigonus, exactly obeying Leontes' command, brings the child to a 'remote 
and desert place' on the sea-coast of Bohemia, where 'chance may nurse or end it' 
(II. iii. 175, 182). It is to be thrown at the mercy of nature: 
Come on, poor babe: 
Some powerful spirit instruct the kites and ravens 
To be thy nurses! Wolves and bears, they say. 
Casting their savageness aside ,have done 
Like offices ofpity.(II. iii. I84-I88) 
The supernatural powers, however, take charge of this infant. They direct Antigonus 
in his dream to leave the child to this fierce and nagged spot. 'Their sacred wills be 
done' (III. iii. 7), he says. He recounts how Hermione has appeared to him in a 
dream, 'in pure white robes, like very sanctity' so that he regarded her as a 'spirit' 
come from the 'dead'. She tells him to leave the child in Bohemia. The dream was 
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so convincing that it seemed more real than 'slumber'. He, therefore, forms an 
opinion that Hermione 'hath suffer'd death' and that, the child being in truth 
Polbcenes', and it is Apollo's will to leave the child in his kingdom. So, either 'for life 
or death', he leaves the baby upon the 'earth' of this inhospitable place. He buries it, 
as a seed, to live or die, praying, 'Blossom, speed thee well' 
Antigonus was unfortunate and unlucky too. Because of his role in disposing 
the infant Perdita on a remote, stormy seacoast, the nobleman Antigonus is chased 
offstage and eaten by a bear. This grotesque episode symbolizes the evil nature of 
man as well as the unpleasant and ugly consequences of psychological abuse. Even 
the mariners transporting Antigonus and the newborn daughter of Hermione— 
Perdita, "the lost one"—are drowned by an angry sea, which, like the bear, acts as 
Nature's instrument of retribution. Antigonus's death complicates the working of 
gods and the means by which heavens bring about the fulfillment of its designs. He 
had the ill luck to become the instruments of both Leontes and the heavenly powers. 
He, however, does not want the infant to die. He is afraid of god. 
The moral problem of the oath shown by Antigonus is debatable. The 
Anghcan Church has taken a specific stand on it. According to the "Homilies": 'If a 
man at any time shall, either of ignorance or of malice, promise and swear to do 
anything which is either against the law of Almighty God or not in his power to 
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perform, let him take it for an awful and ungodly oath.' Again, 'the example of 
such an oath given by Homilies is that of JephthahQudges xi.30-39) who promised 
to sacrifice to God the first person he would meet upon the successful return from 
19 
the battle, and who forced him to kill 'his own and only daughter' . It is possible 
to see Antigonus as a sinner who is punishable as he does not fulfill the oath to 
Leontes. However, the oath he has given to Leontes requires a crime done which is 
worse than the oath-breaking. It does not, however, justify his killing by the bear. 
He becomes a victim of the gods' unalterable design for Leontes. The false 
apparition of Hermione defines the moral position of 'Good Antigonus' as follows; 
fate, against thy better disposition 
Hath made thy person for the thrower-out 
Of my poor babe, according to thine oath, 
(III.iii.28-30) 
Quiller-Couch attributes the presence of bear in the play 'to make a popular 
20 
hit'. Biggins, in an extensive study of bears in Elizabethan drama, finds that 'there 
is no substantial proof that a real bear ever appeared in a play on the Elizabethan 
21 
public stage, or elsewhere'. From this point of view Quiller-Couch's suggestion 
seems unlikely: Shakespeare must have had other reasons for disposing of Antigonus 
" Griffiths,p.78 
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22 in this manner. Hunter refers to the 'terrifying hilarity' of the bear, while Pafford 
sees the account as 'semi-comic'; but both avoid the issue of what is tragic and 
what is not, preferring to see the episode as a blending of the two. Wilson Knight 
says 'We must take the bear seriously', and Bullough suggests that the incident is 
not laughable but a 'sharp and frightening climax to a scene of pity and 
25 
foreboding'. The bear is Nature's means of punishment, and the death of 
Antigonus at 'Exit pursued by a Bear' is the precise moment at which the tragic 
portion of the play ends. 
The see-coast of Bohemia where Antigonus abandons Perdita on her fate 
waits for a divine agent. The role of the mysterious divine power comes into effect. 
The bear's exit is immediately followed by the entrance of a symbolic figure —the 
good shepherd. He is searching for his lost sheep and he finds the lost Perdita 
instead. The shephered is an instrument of God, whose design of benevolence is 
presented to us in inexplicable ways. The baby is found with a casket of gold. The 
shepherd calls it a 'changeling' (III.iii.117) and attributes his luck to the 'fairies' (III. 
iii. 116). The storm which could symbolize divine displeasure may also represent the 
tempest of birth. The turning point is underlined by a remark made by the 
Shepherd, who discovers the infant Perdita, to the Clown, who witnessed the 
22 
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destruction of Antigonus: "Thou met'st with things dying, I with things new-born" 
(III.iii.112-113). Antigonus has paid with his Ufe for the sins against Nature, and so 
his death is, in a sense, an act of regeneration. 
Now, the play begins in a pastoral setting, where Bohemian shepherds and 
shepherdesses enjoy a simple life away from the artificiality and corruptions of court. 
In this natural setting the kind old shepherd who finds the abandoned baby Perdita 
has reared her. She is now a beautiful young girl. Florizel, the prince of Bohemia, 
falls in love with her. Presiding over the sheep shearing festival as Flora, the 
goddess of flowers, she is the very beauty of spring with its renewal and rebirth. Life 
in Bohemia is not without adversity, however. The rogue Autolycus has come from 
the court to spy on country folks. 
The theme of Time, however, pervades the play, because it is 'Time' which 
manages to restore peace to the scared spirit of Leontes. It is probably for this reason 
that Shakespeare introduces his Chorus costumed as Time. Only Time can 
eventually bring forth truth, after long repentance. But the cycle of Time covers the 
cycle of growth, decay, and regeneration in humankind as well as in Nature. The 
emphasis in The Winter's Tale is continually on regeneration and fertility. Perdita 
and Hermione disappear: Hermione in effect goes to the underworld, so also does 
Perdita, while the pregnancy of Hermione is discussed by her ladies in terms of a 
frank joy in fertility and the renewal of human life. 
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Camillo, who has become indispensable to Polixenes, begs to be allowed to 
return to Sicily to lay his bones there. Polixenes refuses. He asks Camillo to 
accompany him, in disguise, to the house of a shepherd whose daughter 'of most 
rare note' draws Florizel there daily. When the disguised Polixenes discovers that his 
son, also in peasant clothing, loves a lowly shepherdess, he is at first charmed by this 
beautiful young woman's behavior and appearance. Soon thereafter, like his friend 
before him, Polixenes explodes with anger. It is not the anger of jealousy but the 
anger of a father who does not want his royal son yoked to a common "queen of 
curds and cream." The young couple's plans for marriage thus seem shattered. 
Florizel finds himself in a difficult situation. He believes that breaking ties 
with Perdita at this juncture would be quite unfaithful: 
It cannot fail, but by 
The violation of my faith; and then 
Let nature crush the sides o' th'earth together. 
And mar the seeds within! 
(IV.iv.478-8l) 
Camillo advises Florizel and Perdita to flee to Sicily. His idea is that 
Polixenes and he, will then pursue them there, and everyone will be reconciled. 
Autolycus overhears the plan and tells the shepherd and clown who resolve to follow 
them to Sicily. Fleeing Polixenes' sudden cruelty, the young lovers arrive in Sicilia, 
where the long barren winter of evil and suffering has persisted for 16 years. But 
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Leontes is now a wiser man than Polixenes, and the whole final action is 
concentrated at his court, where the young lovers take refuge. Leontes graciously 
welcomes them. At their reunion Leontes greets Perdita, before he knows she is his 
daughter, with the auspicious words: 'Welcome hither / As is the spring to th'earth', 
indicating that he too at last has been 'restored to nature': 
Penitence and devotion ... can be raised to the level of sanctity, and the 
functions of 'blood', no longer the cause of jealousies and divisions which have 
exhausted their tragic consequences with the passage of time, can now become 
a source of life to the unified and gracious personality. 
Using both Christian symbolism and natural mythology, Shakespeare 
transcends the tragic pattern of sin, suffering, and death by incorporating 
resurrection and reconciliation in the final scene. To use Tillyard's phrase, they are 
27 
now in a new plane of reality, with the neurotic, disordered, violent world of 
Sicilia a remote memory. 
Leontes offers to mediate between Florizel and his father. Therefore, when 
Polixenes arrives in pursuit of the elopers, Leontes embraces the friend; he so badly 
wounded 16 years earlier and asks his forgiveness. 
Derek Traversi, An Approach to Shakespeare 2, /).298 
E.M.W.Tillyard, Shakespeare's Last Plays London:Chatto&Windus,1962 p.76-78. 
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As Leontes gazes on Perdita, Paulina remarks that his eye 'hath too much 
youth in't' (V. i. 225), and reminds him of Hermione. 'I thought of her', he answers, 
softly, 'even in these looks I made' (V. i. 227). 
The old shepherd follows Perdita and Florizel to the court and tells the story 
of how he got Perdita as a gift of God some sixteen years ago on the sea-coast of 
Bohemia. He shows the jewels in a casket he found along with Perdita. The king 
recognizes Hermione's jewel and the jewels she had put on her neck. In a 
bittersweet reunion Leontes and Perdita rejoice in each other's presence but feel 
deep sorrow when Leontes tells his daughter of the fate of Hermione, the mother 
whom Perdita has never known. Their meeting was the occasion both a joy and 
sorrow. Their reunion was marked with wonder and alacrity: 
First Gent. They seemed almost, with 
staring on one another, to tear the cases of their eyes: 
there was speech in their dumbness, language in 
their very gesture; they looked as they had heard of 
a world ransomed, or one destroyed: a notable 
passion of wonder appeared in them; but the wisest beholder. 
That knew no more but seeing, could not say 
ifthe importance were joy or sorrow; but in the extremity 
ofthe one it must needs be. 
(V. nil-19) 
With the reunion of Leontes and his daughter; 'the Oracle is ftilfilled; the 
king's daughter is found.'(V.ii.22-23). Now, the stage gets ready for Hermione's 
resurrection. Paulina plays an important role in the resurrection of Hermione. She 
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is, in fact, pattern of Leontes' conscience. 'Paulina, represents the pure Christian 
,28 
conscience . 
Leontes, however, does not return to normal condition as he still feels 
responsible for the death of his innocent wife, Cleomines and Dion persuade 
Leontes to return to normal life for the sake of his people as he has suffered enough: 
Cleo. Sir, you have done enough, and have perform 'd 
A saint-like Sorrow: no fault could you make. 
Which you have not redeem 'd; indeed, paid down 
More penitence, than done trespass: at the last 
Do as the Heavens have done, forget your evil; 
With them, forgive yourself 
(V.i.1-6) 
Paulina too, says to him that he has fulfilled the will of gods by subjecting 
himself to a nightmare existence of self torment. She prays to gods to take pity on 
his sufferings and allow him to awaken from his nightmare. 
Now she takes Leotnes, Polixenes and others to her 'chapel', which is 
probably her private chamber, where Leontes last saw Hermione's dead body. 
Paulina shows them the statue, which excels anything the ' hand of man hath done' 
(V. iii. 17); and they are quickly struck again with the word 'wonder' (V. iii. 22). 
7$ 
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Leontes gazes, and recognizes Hermione's 'natural posture' (V. iii. 24); asks her to 
chide him, yet remembers how she was tender 'as infancy and grace' (V. iii. 27): 
O! thus she stood, 
Even with such life of majesty, warm life, 
As now it coldly stands, when first I woo 'd her! 
I am asham 'd: does not the stone rebuke me 
For being more stone than it? O, royal piece! 
(V. iii 34-38) 
Leontes remains still. His soul is pierced by her remembrance. Paulina, 
however, speaks realistically of the statue as art, saying how its colour is not dry yet. 
She apologizes for the way it moves him. Her phrase 'for the stone is mine' (V. iii. 
58) re-emphasizes how miraculous is this piece of art and her authority on this 
miraculous stone. She offers to draw the curtain, fearing lest Leontes' 'fancy may 
think anon it moves' (V. iii. 61). But Leontes remains quiet, fixed, in an other-
worldly consciousness, a living death not to be disturbed, yet trembling with 
expectance: 
Leon. Let be, let be! 
Would I were dead, but that, methinks, already— 
What was he that did make it? 
(V. iii. 62-64) 
Now the statue seems no longer cold: 
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See, my lord, 
Would you not deem it breath 'd, and that those veins 
Did verily bear blood? 
(V. Hi. 63) 
'Masterly done', answers Polixenes. To him 'the very Ufe seems warm upon 
her lip' (V. iii. 65). We are poised between motion and stillness, life and art: 
The fixure of her eye has motion in't. 
As we are mock 'd with art. 
(V. Hi 67-68) 
Paulina reiterates her offer to draw the curtain to which Leontes replies: 
No settled senses of the world can match 
The pleasure of that madness. Let't alone. 
(V. Hi 72-73) 
He would stand here, spell-bound, forever; forever gazing on this sphinx-Uke 
boundary between art and life. Paulina, having functioned throughout 
as the Oracle's implement, becomes now its priestess. She hints at new marvels: 
I am sorry, sir, I have thus far stirr'dyou: but 
I could afflict you further. 
(V. iii 73-74) 
She has long caused, and still causes, Leontes to suffer poignantly, and yet his 
suffering has undergone a subtle change, for now this very "affliction has a taste as 
sweet as any cordial comfort" (V. iii. 76). As Paulina is about to "resurrect" 
Hermione, she says , " It is required you do awake your faith".(V.iii.94-95)- 'Faith is 
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a prominent theme in Christianity ; the entire eleventh chapter of Hebrew's is a 
29 
powerful discussion of faith' Walter S. H. Lim writes in his article : 
Faith in what? For Leontes, it is faith in the reality of miracles, the coming 
back to life of a queen who has been dead sixteen long years. For William 
Shakespeare's audience, it is faith tied to the willing suspension of disbelief, a 
readiness to accept that theater is capable of representing just about 
anythmg. 
What he feels that 'After all, faith, as the Bible puts it, has the power to 
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move mountains' . When the "statue" is about to stir, Paulina says: 
"Bequeath to death your numbness; for from him/Dear life redeems you" 
(V.iii.102-103). These lines, according to Naseeb Shaheen have strong 
religious overtones . 
Paulina makes the statue move with her design of wonder. Hermione 
steps down from the pedestal. Thus the emotional climax of the play comes 
to an end in the final scene, with its totally unexpected resurrection of 
Hermione. Leontes cries: 
Leon. O, she's warm! 
If this be magic, let it be an art 
LawAJ as eating. 
Pol. She embraces him! 
Naseeb Shaheen .Biblical References in Shakespeare's Plays .University of Delaware Press. 1999.p.719 
'Walter S. H. Lim. "Knowledge and Belief in the Winter's Tale." Studies in English Literature, 1500-1900 41.2(2001):317 
Ibid 
Shaheen.op.cit. 
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Cam. She hangs about his neck! 
(V.m. 109-113) 
As in Pericles and CymbeJine, the final state of harmony is achieved in The 
Winter's Tale,\ too. According to Hunter, this is "Shakespeare's most inspired 
moment of reconcihation and forgiveness" . And "the sense of miracle is 
overwhelming" . Hermione singles out Perdita, the Sicilian hope of harmony and 
regeneration, for her benediction: 
You gods look down, 
And from your sacred Vials pour your graces 
Upon my daughter's head ! 
(V.m. 121-123) 
The moment of resurrection is depicted as Leontes true repentance. His 
reunion with Hermione and his daughter is the benevolent design of God. He loses 
his son Mamillus in this process but gets Florizel in exchange. Paulina is "the final 
artist and wonderworker of the play" . She is "a true descendant of her 
namesake, the Apostle Paul," because she, too, awakens our faith in a way similar to 
Paul's cair . Hermione's coming down is suggested as "the iconography of Christ*s 
37 
Resurrection" . Today, when all established norms and systems have collapsed, 
Shakespeare through the tale asks us to awaken our faith. The younger generation 
Robert Grams Hunter. Shakespeare and the Comedy ofForgiveness.Uew York:Columbia University Press,1965.p201 
*'lbid 
Sean Benson. "The Resurrection of the Dead in the Winter's Tale and the Tempest". Renascence: Essays on Values in 
Literature,Vol.6l ,2008 
'^Ibid 
"ibid 
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ushers in 'new innocence and new hope' . There is reconciUation between the two 
generations at the end of the play. And it is the design of a great benevolence made 
dramaturgically manifest once more. 
33 
David Daiches. A Critical History of English Literature. New Delhi: Allied Publishers Ud,1960.p.301-302 
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chapter V 
Theme of Benevolence in TheTempest 
134 
The Design of Benevolence in the Last Plays of Shakespeare 
Theme of Benevolence in The Tempest 
The Tempest is Shakespeare's last complete solo work. It was written in late 
1610 or early I6II . It is one of several plays written by Shakespeare for which no 
source has been found. Its plot seems to be original with Shakespeare. Although it 
lacks a source, the play has similarities to a large number of works, since 
Shakespeare borrowed names, ideas isolated passages from an astonishing variety of 
works and traditions. Naseeb Shaheen writes in her book, "The impetus for writing 
the play seems to have been the sensational news about the wreck of the Sea 
Venture and the miraculous survival of its passengers". 
Lois Feuer quotes Kenneth Muir in his article who believes, "There were a 
number of minor sources of The Tempest, but it is highly probable that there was a 
2 3 
main source as yet unidentified" . When Frank Kermode cites analogues and 
discusses possible sources of the play, he focuses on the pastoral or romance 
elements of the plot or the voyagers' pamphlets which provide details of the storm 
Naseeb Shaheen . Biblical References in Shakespeare's Plays. Newark, DE: University of Delaware Press. 1999. p.734. 
Lois Feuer. " Happy Families: Repentance and Restoration in 'The Tempest' and the Joseph Narrative." Philological 
Quarterly 76.3(l997):271 
Frank Kermode, ed. The Tempest by William Shakespeare. London: Methuen, 1954, 1983 p. Ilx-lxxi. 
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and fortunate landings; none deals with the family strife that serves as motive for the 
action and whose resolution is Prospero's goal, Lois Feuer, however, says, 
'Shakespeare found his source in the Joseph narrative of Genesis' . 
Shakespeare is also indebted to Montaigne for his ideas on Caliban and the 
nature of the island. Montaigne's Essays were very popular in England, for they 
were translated into the language of its people by John Florio. The date of Florio's 
translation is l603 and The Tempest was written in l 6 l l . Shakespeare would have 
had time enough to read the work. However, to what degree he was indebted to 
Montaigne, it is not sure. Francis Neilson writes: 
To what extent Shakespeare was indebted to Montaigne for ideas 
dramatized in The Tempest has always been a matter that has stirred up 
widely different opinions among the scholars. Some of them think it was 
the narratives of the sea rovers from which he took his material. This 
question is still being debated and no definite conclusion has been reached. 
One way of deciding whether to accept or reject the suggestion is to read 
the play and then take up Montaigne's Essays and study his chapter, "Of 
the Caniballes." Here may be found some of the material which prompted 
the creation of Caliban and the nature of the island on which Prospero was 
cast adrift. 
Robert L. Reid in his article refers to Geoffrey Bullough who 
observes that The Tempest's "didactic nature," as well as Prospero's 
"masterful aloofness" and "use of the supernatural" have encouraged some 
critics to treat the play as an allegory. Bullough says: 
Lois Feuer. Loc.cit 
Francis Neilson. Shakespeare and The Tempest. Rindge: NH Publication,1956. p.80 
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The whole piece, ... permeated with Christian feeling, ... has been 
interpreted as a Mystery play in which Prospero, if not the Deity, 
is "the hierophant or initiating priest" in a rite of purification 
which the Court party must willynilly undergo.... Caliban 
becomes the Monster to be overcome, and Miranda Wisdom, the 
Celestial Bride. 
Kenneth Muir expresses the fact that The Tempest advocates a similar theme 
of benevolence found earlier in Pericles, Cymbeline., and The Winter's Tale. 
Therefore, the play was a necessity to complete the design of the last plays. He 
writes: 
If The Tempest did not exist, it would be necessary to invent it. It is the 
natural culmination of the plays of the final period. All the themes which 
found partial expression in the other romances are in it completely 
achieved. In the others the happy endings depend on a series of curious 
chances; but in The Tempest accident is virtually eliminated. As Prospero is 
endowed with magical powers the accident which brings the ship to the 
island is turned into design. 
The design undoubtedly is the design of benevolence. Tillyard too feels that The 
Tempest has much in common with the other last plays. The play 'gains much in 
Q 
lucidity when supported by the others' . Prospero is a central character who uses 
supernatural power to redeem an entire ship of state. He also receives aid from a 
wise counselor, and is inspired by an angelic daughter. He controls the "spirits" who 
helps in working out a benevolent pattern in the play. Prospero uses his art for 
Robert L. Reid. "Sacerdotal Vestiges in the Tempest" Comparative Drama.41.4 (2007): 493 
Kenneth Muir. Last Periods of Shakespeare, Racine Ibsen. Detroit : Wayne State University Press, 1961. p. 51 
' E.M.W.Tillyard. Shakespeare's Last Plays. London: Ckatto&Windus.l938. p.l. 
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benevolent purposes. His art is in contrast to the evil art used by Sycorax. In his 
introduction to the 1954 Arden edition Frank Kermode writes that Prospero's art is 
benevolent. Comparing Caliban's world and that of Prospero he says: 
The main opposition is between the worlds of Prospero's Art, and Caliban's 
Nature. Caliban is the core of the play; like the shepherd in formal pastoral, 
he is the natural man against whom the cultivated man is measured. But we 
are not offered a comparison between a primitive innocence in nature and a 
sophisticated decadence, any more than we are in Comus. Caliban 
represents (at present we must over-simplify) nature without the benefit of 
nurture; Nature, opposed to an Art which is man's power over the created 
world and over himself; nature divorced from grace, or the senses without 
the mind. He differs from lago and Edmund in that he is a 'naturalist' by 
nature, without access to the art that makes love out of lust; the restraints of 
temperance he cannot, in his bestiality, know; to the beauty of the nurtured 
he opposes a monstrous ugliness; ignorant of gentleness and humanity, he 
is a savage and capable of all ill; he is born to slavery, not to freedom, of a 
vile and not a noble union; and his parents represent an evil natural magic 
which is the antithesis of Prospero's benevolent Art . 
Kermode considers Prospero's art based on intellect and opposed to the art used for 
evil purposes. He writes: 
His Art is the disciplined exercise of virtuous knowledge, a 'translation of 
merit into power', the achievement of 'an intellect pure and conjoined with 
the power of the gods, without which we shall never happily ascend to the 
scrutiny of secret things, and to the power of wonderful workings.' This art 
is contrasted with the natural power of sycorax to exploit for evil purposes 
the universal sympathies. 
Frank Kermode. "Introduction". The Tempesthy Shakespeare. Britain:Methuen&Co,1963.p. xxiv-xxv 
Ibid, p. Xlvii-viii 
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Prospero's potent "art" reminds us, by way of contrast with Paulina's disclaimer in 
The Winter's Tale., that her art is lawful, natural, that she is not "assisted / By 
wicked powers"(V.iii.90-91) . Prospero's ability to resurrect the dead is merely the 
culmination of Prospero's magical powers. 
Francis Neilson refers Professor Eugene Waith of Yale University in his book, 
who took for his subject the metamorphosis of violence writes that Shakespeare was 
opposed to moral disorder all through his life. According to the report published 
in The 7//ne5 (London), he says, "The theme of Titus Andronicus was the 
opposition of moral and political disorder to the unifying force of friendship and 
wise government, a theme in which Shakespeare was interested all his life." 
The usurpation of Prospero's dukedom by his brother Antonio is one of the 
important concerns of the play. Prospero is absorbed in his study of "cultivation of 
the mind," and neglecting affairs of state. He leaves the state affairs to his brother 
Antonio, and puts too much trust in him, eventually encouraging his ambition to 
treason. Prospero commits a double offence. First, he forgets the balance between 
action and meditation. Second, he makes a mistake in trusting the wrong person, a 
mistake which a ruler should never make. Prospero's sin is the sin of negligence. 
Antonio's sin is the deposition of Prospero from his dukedom and an attempt 
on murder, both of Prospero and his innocent child Miranda. His crime is against 
Francis Neilson. Shakespeare and the Tempest. Rindge: NH. Publication,1956.p.86 
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humanity. Prospero trusts his brother in the affairs of the state, and devotes his time 
to enrich his mind, and his brother in communion with Alonso dethrones him and 
becomes the duke of Milan. Prospero says: 
This King of Naples being an enemy 
To me inveterate, hearkens my brother's suit; 
Which was, that he in h'eu o 'th 'premises. 
Of homage, and I know not how much tribute. 
Should presently extirpate me and mine 
Out of the dukedom... 
(I.ii.121-126) 
They not only dethroned him but attempted slaughter of the innocents: 
In few, they hurried us a-board bark, 
Bore us some Leagues to sea, where they prepared 
A rotten carcass of a butt, not rigg'd, 
Nor tackle, sail, nor mast; the very rats 
Instinctively have quit it: There they hoist us 
To cry to th' sea, that roar'd to us... 
(I.ii. 144-149) 
Prospero, belongs to both worlds, having been thrust from Christendom in 
the "dark backward and abysm of time". (I.ii.50), and now seemingly embracing the 
paganism of the isle. Strachey thinks, "Prospero is the central figure of The Tempest, 
and it has often been wildly asserted that he is a portrait of the author and 
embodiment of that spirit of wise benevolence which is supposed to have thrown a 
halo over Shakespeare's later life" . In Harold Bloom's words, "Prospero would be 
Lytton Strachey, "Shalcespeare 's Final Period," 1922; reprinted in Twentieth Century Interpretations of "The Tempest," ed. 
Hallett Smith, 1969 
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a far apter title than The Tempesf . In his introduction to The Tempest, Stephen 
Orgel says, "Prospero is a complex, erratic, and even contradictory figure". Prospero 
and his daughter's survival on the sea, their arrival at the island, their meetings with 
Ariel and Caliban as two helping hands seem to be the workings of supernatural 
power. His expertise in white magic, creating tempest in the sea , controlling his 
enemies without any physical harm to them reflect a god like potential in him. 
Wilson Knight, therefore, says "Prospero is a close replica of Christ, with similar 
miraculous powers" . A theater review on The Tempest published in the NewYork 
Times, reveals, "Prospero is a man of contemplative sadness and ultimate 
benevolence". Wilson Knight compares Prospero to Cerimon. According to him 
"Prospero is also a recreation of Cerimon in Pericles." He puts Prospero and 
Cerimon side by side: 
Cer. I hold it ever, 
Virtue and cunning were endownments greater 
Than nobleness or riches; careless heirs 
May the two latter darken and expend, 
But immortality attends the former, 
Making a man god. 
(Pericles, III.ii.26-31) 
Pro. / thus neglecting worldly ends, all dedicated 
To closeness and the bettering of my mind 
With that which, but by being so retir'd. 
13 Shakespeare: The Invention of the Human .New York: Riverhead Books, 1998, 667. 
G. Wilson Knight. The Crown of Life: Essays in Interpretation of Shakespeare's Final Plays, Methuen, 1948. p. 253 
Theater Review: The Tempest July 9,1995 http://theater2.nytimes.com/mem/theater/treview/htm 
Knight, op.cit.,p. 207 
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O 'erpriz 'd all popular rate... 
(lii.89-92) 
By comparing Prospero to Cerimon, Knight considers them as rehgious recluse who 
are on the brink of magical power. He further says that they may be compared with 
those earlier religious persons, Friar Laurence in Romeo and Juliet whose magic arts 
control the action, and Friar Francis in Much Ado about Nothing, who negotiates 
Hero's death and reappearance. These are people of spiritual rather than practical 
efficiency. 
The Tempest opens with a sea-storm in which Alonso the King of Naples' 
ship is wrecked and drifts to Prospero's island. The tempest-tossed sea is merciless 
and the boatswain cries to the noblemen saying that they are useless or rather a 
hindrance. Antonio and Sebastian are also rebuked and made to know that social 
status is nothing in such an emergency. Frye says that what is happening here is not 
a mere shipwreck. In fact, it is symbolic of a whole society coUapsing into chaos. 
The ship is controlled by Ariel with the magical power enacted by Prospero. 
Ariel and Caliban are two helping hands of Prospero on the island. Ariel is a spirit 
who was imprisoned by Sycroax , and Prospero's benevolent gesture sets him free. 
Prospero tries to help Caliban as well in learning language. Unlike Ariel, Caliban is 
gifted with all the senses. He can speak, taste, see, feel and smell, and is equipped 
with arms and hands. Moreover, he can also be educated, for both Miranda and her 
father try to instruct him. So his origin as a land animal is an established fact for he 
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cannot exist without food, fuel, clothing and shelter. In this, he differs from Ariel, 
who was imprisoned in the pine tree by Sycorax, and yet Uved for twelve years. But 
then Ariel is not human, in any way. Ariel is a spirit. Ariel, according to Wilson 
Knight, "is the agent of Prospero's purpose. He is Prospero's instrument in 
controlling and developing the action. He is Prospero's stage-manager; more, he is 
17 
the enactor of Prospero's conception: Prospero is the artist, Ariel is the art". 
There are critics, however, who question Prospero's acquiring the island and 
ask as to why Caliban be reduced from the master of the island to a slave's 
position? But rights are related to power in every age. Would Caliban have conceded 
the same right of life to Prospero, as he claimed to himself, if he had been the 
stronger? And Prospero used the island for punishing evil ones. He used the island 
for liberating Ariel, trying to educate Caliaban, and give life to this island with his 
presence and his daughter Miranda. Moreover, he did not come to the island by 
himself. Prospero tells Miranda that they reached the island "By providence 
divine"(I-ii.l59) However, it was well put by the head of a tribe in South Africa: 
"Before you came, you had the Bible and we had the land; after you had been here a 
18 
short time, you had the land and we had the Bible." 
Cahban is compared to primitive man. Hankins observes that Caliban should 
not be regarded as the 'noble savage' of Montaigne, since he has 'no sense of right 
Knight,op.cit.,p.210 
18 
Francis Neilson,op.cit.,p.76 
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and wrong, and therefore sees no difference between good and evil'. Hence, 
whatever success Prospero has in controUing Ariel, he is unable to repeat in the case 
of Caliban, and this must be due to the latter's bestial nature. He is the antithesis of 
Guiderius and Arviragus in Cymbeline. their noble birth manifested itself despite 
their humble upbringing, while the unregenerate Caliban, given all the benefits of 
learning, continues to reveal his base and unnatural birth in his conduct. His refusal 
to work for Prospero is a symptom of his egocentricity, in that he has no conception 
of the welfare of others or his community, and all his acts are motivated by self-
interest. Caliban's attitude to learning reveals his ungrateful character: 
You taught me Language, and my profit on't 
Is, I know how to curse: the red-plague rid you 
For learning me your language. 
I.ii.365-367 
Caliban's intention of handling Miranda is abhorrent. She is viewed as a useful 
object of lust. He is set against Ferdinand in the main action: whereas Caliban is of 
ignoble birth, Ferdinand shows all the advantages of both his breeding and his 
education. As Miranda says of him, 
I might call him 
A thing divine, for nothing natural 
John E. Hankins. "Caliban the Bestial Man" Publications of the Modern Language Association 62 (1947):797 
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/ ever saw so noble. 
(I.Ji.420-422) 
Shakespeare's comparison of Ferdinand and Caliban is evident from Ferdinand's 
appearance on Caliban's exit. His entrance is graced with a song expressive of the 
order and harmony which he is to represent in the play; 
Come unto theseyeJhw sands, 
And then take hands: 
Curtsied when you have, and kiss'd 
The wild waves whist. 
(I.ii.377-380) 
In fact the music itself betokens harmony and order, for Ferdinand says of it; 
Sitting on a bank. 
Weeping again the King my father's wrack. 
This music crept by me upon the waters. 
Allaying both their fury, and my passion 
With its sweet air 
(I.ii.392-396) 
Prospero waits for twelve years to heal his enemies. He wants his brother 
and the king Alonso to suffer for dethroning him and casting him and his daughter 
adrift. Their suffering would redeem them for the crime they committed against him 
and his daughter. For twelve years he has waited for this moment to come. At last 
he learns of their visit to Tunis for the marriage of the King's daughter. How he 
learnt about their arrival is not clear, but he tells Miranda: 
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By accident most strange, bountiful Fortune, 
{Now my dear lady) hath mine enemies 
Brought to this shore; and by my prescience 
I find my zenith doth depend upon 
A most auspicious star, whose influence 
If now I court not, but omit, my fortunes 
Will ever alter droop. 
(I.ii 179-185) 
Francis Neilson explains that Prospero comes to know about their journey, 
"By some form of telepathy he has learned of the return voyage, and, magically, has 
intercepted the King's ship and created, with the aid of Ariel, a raging storm which 
20 
has driven the vessel ashore." Now that he has cast a spell upon them, and Ariel is 
carrying out his plan of making them realize their bitter plight, the chief problem of 
the play comes to light. 
Prospero's talisman is compared to sheer helplessness of the people in the 
boat. The boatswain mocks at Gonzalo's calm at the outset of the storm: "if you can 
command these elements to silence, and work the peace of the present, we will not 
hand a rope more; use your authority" (I.i.22-24). The irony implied is that 
Prospero can command these elements, and has, as Miranda suspects: "If by your 
Art, my dearest father, you have / Put the wild waters in this roar, allay them" 
(I.ii.1-2). Her subsequent statement that if she were "any god of power"(I.ii.lO), she 
would have saved them is realized in Prospero's plenipotentiary powers. Miranda is 
20 
Francis Neilson, op.cit, p.82 
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so concerned about them that she implores Prospero, his mercy towards these 
21 
sufferers and their ship. And Prospero "reassures her, somewhat as Christ" not to 
fear the waves: 
Be collected: 
No more amazement: tell your piteous heart 
There's no harm done. 
(I.ii. 11-13) ' 
They are safe. Even their garments are fresh: 
Not a hair perish 'd; 
On their sustaining garments not a blemish. 
But fresher than before. 
(I.ii.217-219) 
Shakespeare re-enacts the original crime in The Tempest. Here, Antonio with 
the help of Sebastian tries to murder Alonso. Antonio and Sebastian standing with a 
sword over Gonzalo re-enact what Alonso did with Prospero in the beginning. Here 
Alonso is the victim of the cruel mind. Prospero does not want to avenge from his 
enemy, he, therefore, sends Ariel to awaken Gonzalo. Ariel enters Gonzalo along 
with and says : 
My master through his Art foresees the danger 
That you (his friend) are in... 
(II.i.293-294) 
Knight,op.cit.,p.231. 
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Prospero controls the entire re-enactment scene which is evident from the 
manner he frustrates the malevolent design of Sebastian and Antonio. Caliban, 
Stephano and Trinculo' plot to murder Prospero is a comic analogue both to 
Alonso's original crime and Antonio's and Sebastian's frustrated attempt to repeat it. 
From parody we now move on to a serious action. Ariel informs Alonso about the 
loss of his son. Like Leontes he is punished. 'For Alonso the loss of Ferdinand 
22 
seems to be a punishment without a crime' , whereas Leontes' death of the child 
revealed and confirmed the guilt of the father. Act III, Scene iii opens with Alonso's 
announcement of his despair: 
Even here I will put off my hope, and keep it 
No longer for my flatterer: he is drown 'd 
Whom thus we stray to find; and the sea mocks 
Our frustrate search on land. Well, let him go. 
(III.iiL 7-10) 
Alonso is in a state of "inward sorrow and grief . It now remains for 
Prospero to force him to recognize the connection between his suffering and his 
"natural un-cleanliness and the enormity of [his] sinful life." Some spirits bring in 
a table with food upon it but when 'men of sin' attempt to 'stand to and feed', Ariel 
in the form of harpy, prevents them and causes the table and the contents to 
disappear. Northop Frye believes that "the vision of the disappearing banquet" is 
Robert Grams Hunter. Shaicespeare snd tlie Comedy of Forgiveness. New York: Columbia University Press, 1965. p. 232 
' Griffiths,p.573 
^^Ibid. 
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"symbolic of deceitful desires" and Kermode suggests that this illusory banquet "is 
conceivably related to allegorical interpretations of scripture. Eve was tempted with 
an apple, and Christ with an illusory banquet; the former temptation was 
successful, as with the 'men of sin', the latter a failure, as with pure 
Gonzalo...Banquets represent the voluptuous attractions of sense which (as in 
Marvell's Dialogue) the resolved soul must resist." Prospero's banquet is not the 
Satan's temptation but of the commonest of all a symbolic banquet: The 
Communion Table. This is the supper from which the notorious and unrepentant 
sinners are traditionally excluded. 
The sea is an agent of redemption, too. It is hostile in appearance but 
benevolent in effect. The restoration of order which this song heralds is made more 
explicit by the wonderful image of the 'Sea-change' (I.ii.403) in the next, referring 
specifically to Alonso, whose remains are to be transformed 'Into something rich, & 
strange' (I.ii.404) - that is, his life is to be converted from its sinful, rebellious state 
into one more ordered and harmonious, and the agent producing this change is the 
sea, hostile in appearance but benevolent in effect, proved by the fact that no harm 
is done to those who are marooned, even to the extent that their clothes retain 'their 
freshness and glosses' (II.i.6l-62) despite being immersed in the sea. That the sea is 
Frye, Northrop. Introduction to The Tempest NewYotk: Penguin Books, 1959. 
Frank Kermode.ed. The Tempest. London: Methuen &Co p.85. 
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an agent of redemption is apparent when Alonso first becomes aware of his great 
guilt and expresses his contrition: 
O, it is monstrous: monstrous: 
Me thought the billowes spoke, and told me of it, 
The winds did sing it to me: and the Thunder 
That deep and dreadful organ-pipe, pronouncd 
The name of Prosper: it did bass my Trespass, 
Therefore my son i'th' ooze is bedded; and 
I'll seek him deeper then e're plummet sounded, 
And with him there lie mudded. 
(in.iii.95'102) 
Alonso's reaction to Ariel's accusation is different from that of Antonio and 
Sebastain. As Gonzalo tells us: 
All three of them are desperate: their great guilt 
Like poison given to work a great time after. 
Now 'gins to bite the spirits. 
(HI.iiL 104-106) 
He is depressed to the extent that he wants to commits suicide: 
Seb. But one fiend at a time, 
I'll fight their legions o r. 
Ant. I'll be thy second. 
(Ill.iii. 103-105) 
First, through the mouth of Ariel, disguised as a harpy, Prospero tries to arouse 
penitence in the three men of sin: 
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You are three men of sin, whom Destiny, 
That hath to instrument this lower world, 
And what is in't, the never-surfeited sea 
Hath caused to beJch up you, and on this island, 
Where man doth not inhabit—you 'mongst men 
Being most unfit to live. 
(III.iii.53-58) 
After allowing them to suffer for a brief period, Prospero releases his enemies: 
Go, release them Ariel: 
My Charms I'll break, their senses I'll restore. 
And they shall be themselves. 
( V.i.30-32) 
Here, Prospero acts as a benevolent magician. He finally appears to the shipwrecked 
travelers in the recognition scene, which, because it reunites those who have been 
separated and often presumed dead, carries within its very structure the possibility of 
resurrection. Shakespeare exploits the moment for its potential as Prospero 
reintroduces himself to Alonso: 
Behold, sir King, 
The wronged Duke of Milan, Prospero: 
For more assurance that a living Prince 
Does now speak to thee, I embrace thy body; 
And to thee and thy company I bid 
A hearty welcome. 
(V.i.107-112) 
Prospero confirms to Alonso that he is alive. The effect on Alonso, who 
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believes he is seeing a dead man before him, is a mixture of wonder and 
repentance: 
W/ie 'er thou be st he or no, 
Or some enchanted trifle to abuse me, 
As late I have been, I not know. Thy pulse 
Beats as of flesh and blood; and, since I saw thee, 
Th' affliction of my mind amends ... 
Thy dukedom I resign, and do entreat 
Thou pardon me my wrongs. 
(V.i.l 11-19) 
Alonso's life without Ferdinand will be a hell. He has to suffer, he has to 
repent if he wants God to forgive him and return to him his son. The just vengeance 
of God is what Ariel invokes as the reason for the treatment of Prospero's enemies. 
Ariel reveals Alonso the real cause of his suffering and despair at the beginning of 
the scene. The crime against Prosper has been revenged by the seeming death of 
Ferdinand. Alonso's life without his son will be a torment to him unless he can 
27 
achieve 'contrition of the heart' and 'an amendment of life' the first and last parts 
of repentance. 
Hunter believes that the first effect of Ariel's announcement upon Alonso is 
to derive him not toward penance and salvation, but toward desperate self 
28 
destruction. He quotes Nowell saying, "The conscience of heinous offences, and 
^' Griffiths,p.573. 579. 
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the force of repentance, may be great, that the mind of man, on each side compassed 
29 
with fear, may be possessed with despair of salvation" , 
Prospero plays the part of Providence, and he is the protagonist of the action he 
has himself willed. Shakespeare created Hamlet—but Hamlet created Shakespeare. 
The audience is not merely spectators but actors on the stage of life. The drama 
itself is an image of life—but life is a dream in the mind of God: 
Our revels now are ended. These our actors, 
As I foretold you, were all spirits and 
Are melted into air, into thin air: 
And, like the baseless fabric of this vision. 
The cloud-capp'd towers, the gorgeous palaces, 
The solemn temples, the great globe itself, 
Yea, all which it inherit, shall dissolve. 
And, like this insubstantial pageant faded. 
Leave not a rack behind. We are such stuff 
As dreams are made on, and our little life 
Is rounded with a sleep. 
(IV.i. 148-158) 
The spirit of the Final Plays also finds its perfect home in the last series. Here 
the child-theme is repeated in Miranda, who is cast adrift with her father on the 
tempestuous seas. The lost son of Alonso is recovered, alive and well, and the very 
ship that was wrecked is found to be miraculously 'tight and yare and bravely rigg'd' 
(V.i.224) as when it 'first put out to sea.' (V. i. 225). 
™ Nowell,p.l77 
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The ideal Shakespeare is represented by Florizel and Perdita, by Ferdinand 
and Miranda. Marina, Imogen, Perdita and Miranda, though entirely without 
sophistication, are also entirely civilised. What Shakespeare understood by creative 
freedom is clearly displayed in the dialog are between Ferdinand and Miranda, 
Ferdinand, bearing logs for Prospero, finds his labor a pleasure, because he loves 
Miranda; and when he confesses his love to her he uses the related ideas of freedom 
and bondage; 
Full many a lady 
I have ey'd with best regard, and many a time 
The harmony of their tongues hath into bondage 
Brought my too diligent ear. . . . 
(III.i.39-42) 
He continues his romantic mood: 
The very instant that I saw you did 
My heart fly to your service; there resides 
To make me slave to it, and for your sake 
Am I this patient log-man. 
(III.i.64-67) 
Miranda echoes the same idea: 
To be your fellow 
You may deny me, but I'll be your servant 
Whether you will or no. 
(III.ii.84-86) 
Ferdinand replies: 
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My mistress, dearest; 
And J thus humble ever. 
(III.ii.87-88) 
Miranda asks: "My husband, then?" and Ferdinand replies: 
Ay, with a heart as willing 
As bondage e 'er of freedom. (Ill.ii.pO-Pl) 
Both the lovers find liberty in bondage to each other, because they realise that 
"Love's service is perfect freedom." Henry James argued that in The Tempest 
Shakespeare for the first and only time could write as he wished, giving the 
public what he wanted: Such a masterpiece puts before me the very act of the 
momentous conjunction taking place for the poet, at a given hour, between his 
charged inspiration and his clarified experience. Wilson Knight considers 
Ferdinand and Miranda as symbols of innocence. Fie says, "Ferdinand and 
Miranda are representatives of beautiful and virtuous youth as drawn in former 
plays (Marina, Florizel and Perdita, Guiderius and Arviragus) . [They] illustrate 
humility, innocence , faith and purity" 
Prospero's "discovery" of Ferdinand and Miranda "playing at Chess" is a 
moment of "miracle" that is seen to be the unvarying climax of the comedy of 
forgiveness. Alonso discovers that the sin of which he has believed himself guilty— 
the death of Prospero and Miranda—has not occurred, and that his punishment — 
'" Knight,op.cit.p.220 
155 
the death of Ferdinand has been spared in reality. The love of his son and Prospero's 
daughter will ratify the reconciliation of their fathers, though Alonso must first 
request the pardon of Miranda: 
But O, how oddly will it sound, that I 
Must ask my child Forgiveness! 
(V.i.198-199) 
Ferdinand acknowledges providential blessings. In response to Alonso's query 
as to whether Miranda is a (pagan) "goddess that hath severed us, / And brought us 
thus together?" Ferdinand explains, "Sir, she is mortal; / But by immortal 
Providence she's mine" (V.i.l89-9l) He also remembers to thank Prospero for his 
quasi-resurrective role: "She / Is daughter to this famous Duke of Milan" "of whom 
I have / Received a second life [...]" V.i. 193-94,196-97). Prospero has indeed waked 
sleepers from their graves, but his joining of these two is a far more benign use of 
his "so potent art." He too recalls that his temporal powers pale before those of God. 
Asked by Miranda how they were saved from destruction many years ago, he 
prefaces his comments with the pious, "By Providence divine"(I.ii.l60). 
Prospero interferes saying the time for torments of conscience is gone: 
There, sir, stop: 
Let us not burthen our remembrance' with 
A heaviness that's gone. 
(V.i.200-202) 
Alonso confesses his sin and repents and gives back his dukedom to Prospero: 
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The dukedom I resign, and do entreat 
Thou pardon me my wrongs. 
(V.i.118-119) 
And the good Gonzalo is ready to pronounce his benediction upon the play's events: 
Gon. I have inly wept, 
Or should have spoke ere this, look down you gods. 
And on this couple drop a blessed crown! 
For it is you, that have chalk'd forth the way 
Which brought us hither. 
Alon. I say yAmen , Gonzalo! 
Gon. Was Milan thrust from Milan, that his Issue 
Should become Kings of Naples? O, rejoice 
Beyond a common joy! and set it down 
With gold on lasting Pillars: in one voyage 
Did Claribel her husband find at Tunis, 
And Ferdinand her brother, found a wife. 
Where he himself was lost: Prospero, his Dukedom 
In a poor isle: and all of us, ourselves. 
When no man was his own. 
(V.i.200-213) 
The speech is characteristic of the late romances where the sense of the triumph of 
good and the attainment of happiness is complete. Antonio and Sebastian, however, 
have not changed. Prospero can only control them, as he has controlled Caliban , 
through the power of his knowledge of their evil: 
Welcome, my friends all. 
But you may brace of lords, were I so minded 
I here could pluck his Highness' frown upon you 
And justify you traitors: at this time 
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/ will tell no tales. 
(V.i. 125-129) 
Antonio is unrepentant throughout the reunion scene. Antonio's remaining 
taciturn and apparently unrepentant throughout the reunion with his "flesh and 
blood" brother is one possible exception to this final concord. Prospero forgives him, 
too, but qualifies the terms of his mercy: 
My dukedom of thee, which perforce I know 
. Thou must restore. 
(V.i 133-134) 
Kermode, however, believes "Prospero's forgiveness of his enemies certainly 
31 
lacks that generosity" which is exhibited to some extent in Cymheline and The 
Winter's Tale: 
For you, most wicked sir, whom to call brother 
Would even infect my mouth, I do forgive 
Thy rankest fault. 
(V.i. 130-132) 
There remains the last movement, of recognition and forgiveness. First, Prospero, 
having used his art for the last time and brought his great experiment to a head, 
abjures magic in a great speech drawn from Ovid: 
But this rough magic 
I here abjure; and, when I have requir'd 
Frank Kermode. Shakespeare's Romances Harold Bloom.ed. Chelsea House, 2000. p.245 
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Some heavenly music—which even now I do— 
To work mine end upon their senses, that 
This airy charm is for, I'll break my staff, 
Bury it certain fadoms in the earth. 
And deeper than did ever plummet sound 
I'll drown my book. 
(V.i.50-57) 
Ultimately, the characters turn to prayer for divine aid. As The Tempests 
opening is carefully based on divine prayer, "All lost, to prayers, to prayers! All lost!" 
(1.1.52) so is the closing, "And my ending is despair, / Unless I be reliev'd by 
prayer" (Epilogue 15-16), a refrain echoed in Ariel's injunction to Alonso that his 
only hope to escape the "Ling'ring perdition" of divine judgment "is nothing but 
heart's sorrow / And a clear Ufe ensuing" (III.iii.77, 81-82). This is a formula for 
nothing less than contrition and repentance. Thus, prayer is the only way out of 
punishment and perdition. Prospero uses his tempest- magic to draw his enemies to 
the island, but renders them harmless. According to Wilson Knight Prospero, 
"wrecks and saves, teaches through disaster, entices and leads by music, getting 
32 
them utterly under his power, redeeming and finally forgiving." 
For Ariel the moment of his freedom is at hand. Prospero charges him to 
arrange for calm seas, and then "to the elements be free, and fare you well."The 
epilogue spoken by Prospero is a renunciation of the art of the magician. His 
Knight, op.cit. p.222 
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charms are all overthrown, and now he can rely only upon his own native strength. 
However, for the future he has a wish of an ideal condition for men, which resides 
in the heart of the true philosopher: 
Now I want 
Spirits to enforce, Art to enchant; 
And my ending is despair, 
Unless I be reliev'd by prayer, 
Which pierces so, that it assaults 
Mercy itself, and frees all faults. 
As you from crimes would pardon 'd be. 
Let your indulgence set me free. 
(Epiloguel3-20) 
The joys of earth's blessings are to be showered upon the lovers. A Golden Age of 
riches will come to them, with children who will honor their parents. 
The political state, as it was known to Prospero, is forgotten. The strivings for 
power, the quarrels of royal aspirants, the rise and fall of dynasties have no place in 
the future of Ferdinand and Miranda. There is not even a hint that the heir to 
Naples will take the throne. Royalty would die for want of pomp and tribute where 
"sunburn'd sicklemen, of August weary" dance in joyous mirth. "Let me live here 
ever," Ferdinand proclaims. "This short-grass'd green" has become a paradise. To 
him it has been a vision of the conditions prevailing in the Isles of the Blest, but to 
the intellectual, philosophical Prospero a mere dream broken by actuality. 
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. . . . Let me not, 
Since I have my dukedom got, 
And pardon 'd the deceiver, dwell 
In this bare island. . . . . 
(Epilogue, 5-8) 
He prays in the epilogue. That is the saddest note of all, for forgiveness and 
redemption are delicate virtues and often have short life, and no one knows this fact 
as well as he does. For him, divested of his magical power, even though he should 
resume his "secret studies," life in Milan would be an uncertain business after the 
rule of Antonio. 
His brother, Antonio, is silent. No word of contrition is spoken by him. And 
Sebastian reveals no sign of sorrow for his sin. Redemption, then, concerns only 
Alonso and Caliban. The King confesses his fault before he learns that Ferdinand is 
alive. He says to Prospero: 
Thy dukedom I resign, and do entreat 
Thou pardon me my wrongs. . . . . 
Here remorse is shown and confession made prior to the grant of pardon. This is 
according to the way it is expressed in the Lord's Prayer. Contrition and forgiveness 
are inseparably bound. Redemption is then a ftilfillment and the grant of pardon 
justified. However, Forgiveness is only justified when good is in firm position. 
Hunter feels that forgiving unregenerate evil is safe only when, the good are in firm 
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and undeceived control. The Tempest insists upon indestructibility of evil. Only a 
rigid and unceasing control of the sort that Prospero has exercised over Caliban and 
will, we assume, exercise over Antonio, and can keep good in its natural ascendancy. 
The relaxation of such vigilance inevitably results in a spread of sin, hatred and 
disorder. Evil cannot, however, be finally and completely destroyed. Antonio in 
some form will always exist and only be forgiven for existing. We are not required to 
believe in the redemption of Antonio and Sebastian, The world remains as it is, rich 
with darkness as well as light and populated largely by zombies. But light is real, the 
possibility of awakening exists, and that is enough. 
The play's ending highlights restoration of a benevolent world. The sinners 
who marred the benign world are repentant except Antonio but he is not in a 
position to harm anyone. Ferdinand gets Miranda providentially. Alonso repents and 
seeks Miranda and Prospero's pardon. Ariel gets its desired freedom. Caliban gets 
back his "bare island" with additional knowledge he acquired from Prospero. The 
entire members of the court are reunited. They sail to Milan to re-start a new life 
where "all can be controlled by a benevolent will" . 
Alonso's ship sailing towards Naples is carrying the future of the two nations 
now in union. The ship, which was once a "ship of fools", is now a ship of two royal 
families redeemed from sinful strife. The "sea-change" has brought a rebirth of the 
DavidDaiches.yl(>/>;W//«/o/7C>/R3^/«^Z/fe/aft//t.NewDelhiiAlliedPublishersLimited,1969.p.304 
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repentant people, and their ship after the purgatorial tempest is something hke the 
ark after the Flood. The ship of death in which Prospero and Miranda came to the 
island twelve years ago is now a ship of rebirth. Prospero's awakening is in two 
stages. First, he becomes more benevolent. Second, all thoughts of revenge dissipate. 
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Conclusion 
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The Design of Benevolence in the Last Plays of Shakespeare 
Conclusion 
The last plays of Shakespeare follow a systematic benevolent pattern. Almost 
all the major characters commit sin consciously or unconsciously, suffer and repent. 
Their repentance leads them to redemption, resurrection or reconciliation. This 
redemption, resurrection or reconciliation is in fact the design of benevolence in the 
last plays of Shakespeare. Young generations also suffer due to the sin committed by 
their parents. They are separated from their dear ones and when their parents' 
repentance is accepted, they are reunited. The role of supernatural power is direct 
and emphatic. The nature whether it is forest or mountain, sea coast or the border, 
water or fire becomes the agent of divine gods. Music plays an important role in 
resurrection of the characters. The central characters in the last plays are constantly 
protected by supernatural powers. They do not meet death. Unlike tragedies, the 
characters in the last plays turn to gods for their help. They are almost dependent 
on divine powers. 
165 
The supernatural powers play important role in accomplishing the 
benevolent design of the play. They take different shapes on different occasions. 
Sometimes, they interfere directly. Antiochus and his incestuous daughter are 
burnt to death in Pericles. Thaisa's body floats and reaches Cerimon at Ephesus, 
who resurrects her. Pericles's ship harbours at the city where his daughter Marina 
works. Sudden appearance of pirate, which saves Marina's life, is yet another 
method of divine power to help his loving creature, Pericles' vision in dream asking 
him to go to Ephesus and narrate his pathetic story there is yet another powerful 
mode of benevolent design. Surprisingly, the divine power descends by himself in 
CymbeJine assuring Posthumous Leonatus in his dream that his wife Imogen will be 
restored to him. Death of the queen and her son Cloten open the avenue for a 
benevolent world. lachimo repents at the end and is forgiven. Cymbeline is reunited 
with his sons and daughter. At the end, there is peace between Rome and Britain, 
Similarly, Paulina playing the role of a benevolent agent resurrects Hermione in The 
Winter's Tale. The shepherd's arrival on the spot to take Perdita in his possession is 
seen as miraculous. Those involved in throwing the infant Perdita on the sea-coast 
of Bohemia are destroyed. Antigonus is eaten by the bear. Even the crew members 
are drowned into the sea. Prospero acts as the agent of God. He heals through his 
magical art those who are not unjust and unfair. With the help of his magical art, 
he raises a tempest and controls it in the sea. All his enemies were made to 
understand that there is a God above them who does not allow a benevolent 
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character and an innocent infant to perish. Gonzalo and Ariel play an important role 
in the benevolent design of the play. 
The pattern of the late plays of Shakespeare is different from the pattern of 
tragedies. The basic pattern of Shakespearean tragedy is sin, suffering and death. 
The pattern of the last plays is generally sin, suffering, repentance and redemption 
or resurrection. The redemption or resurrection or reconciliation is the benevolent 
design of the last plays. Towards the end of Shakespeare's career when the last plays 
were staged depict a world where the life of characters starts with a sinful act, the sin 
leads on to suffering and the suffering in turn leads on repentance. Repentance is 
accepted in general and suffering comes to an end. However, if the sinner is 
adamant to repent after committing sin and the sin is serious in nature he is 
destroyed. The most important message that one gets from the last plays is that one 
should have faith in divinity. 
Some of the characters are not only benevolent; they are like saints and 
therefore, the last plays can also be termed as "Saint's Play". In Pericles, Cerimon 
disapproves worldly pleasures and takes delight in helping others. Thaisa prefers to 
live in a temple at Ephesus and indulge in charitable acts. Marina too wants to help 
others in making them learn singing, dancing, and sewing. In The Winter's Tale 
Paulina plays the role of a saint. She resurrects Hermione. She continuously cleans 
the mind of Leontes loathed with suspicion and ultimately succeeds in purifying it. 
In Cymbeline, Cymbeline acts as a saint at the end, who pardons everyone in his 
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court as well as members of the Roman army who fought against him. Prospero acts 
as a saint by raising a tempest in the sea, having full control on his enemies and yet 
forgiving them at the end of the play. 
The central characters in the last plays 'smile out of extremity'. They never 
give up hope even in the worst situation. Marina's virginity remains intact in the 
brothel because of her sincerity and determination. Imogen sets out all alone to find 
out the cause of her husband's suspicion. To achieve her objective she even 
participates in a battle against the Romans. Hermione when imprisoned does not 
surrender to the vicious ideas of her husband and maintains her innocence till the 
end. Prospero, too, does not lose courage when his brother usurps his dukedom and 
leaves him and his daughter at the mercy of the sea. 
The last plays mark a change of mood on the part of Shakespeare. According 
to Tillyard the th ree romances of Shakespeare, with which he closes his career, and 
which come immediately after the long series of tragedies, complete the pattern of a 
tragic view of life which the playwright wanted to present. Tragedy depicts, in 
general , the destruction of an established order either through the collision of man's 
will with the forces of destiny or through man's transgression of laws of nature 
which he either fails to perceive or having perceived fails to observe. But in any case 
the result is suffering and loss. This however, is the limited view of the tragic pattern 
of life; because the complete pattern includes some kind of reconciliation; some 
probability of regenration after destruction; or at least some recognition of the tragic 
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error, whereby a way renewal of life is promised. Dover Wilson quoted by Tillyard , 
rightly indicates this fact in his comment on the catastrophe in Lear. He observes, 
"The Lear that dies is not a Lear defiant, but a Lear redeemed. His education is 
complete, his regeneration accomplished" . The same may be said of Othello. The 
end of these tragedies promises a new order of life, but it is cut short as the dramatic 
technique demanded it. But the creation of new order is an essential part of the 
tragic pattern. "Of the conception of tragedy as destruction followed by regeneration 
there have been many elaborations...Indeed, it fits one of the most elementary life 
2 
processes , one so simple and obvious as to be almost embarrassing to mention." It 
is, therefore, natural to conclude that the complete tragic pattern is that in which 
recreation after destruction is depicted. It seems that this exactly was the aim of 
Shakespeare in his last plays. The tragedies only depict one aspect of the pattern, 
indicating at times the second", but these last romances present the complete 
pattern. 
The last plays aim at "complete regeneration; at melting down of the old 
vessel and recasting of it into something new." Cymbeline who, at the end says, 
"Pardon's the word to all", and acts accordingly, indicates regeneration, through 
suffering and humiliation that comes out of his tragic error of head strong 
'ibid 
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willfulness. The whole process by which the complete tragic pattern is revealed in 
the last three plays can be described in Tillyard's own words as follows: "In the last 
three plays the old order is destroyed as thoroughly as in the main group of 
tragedies, and it is this destruction that altogether separates them from the realm of 
comedy in general and from Shakespeare's own comedies in particular." 
Shakespeare presents his thought by making the characters go through a 
process of resurrection in the last plays. The characters are given opportunities to 
repent and after repentance they are restored, what they lose as a result of their sin, 
whereas the characters' flaw leads to their tragic end in the tragedies. The pattern of 
the last plays of Shakespeare leads many critics to believe that Shakespeare was 
influenced by Christianity and the Christian thought dominates the last plays. 
However, there are also many critics who do not link Shakespeare with any religion 
as there is no proof that Shakespeare ever practiced Christianity. There is also a 
debate among the critics, who find Christian element in Shakespeare, and they 
question if Shakespeare was a Catholic or a Protestant. There are also critics who 
believe that Shakespeare was just paganising the Christian theme to heighten the 
mystery of his drama. 
Unlike the tragedies, women are raised from the level of prostitution to the 
height of virginity in the last plays. They are symbols of infidelity, betrayal and 
unfaithfulness in the tragedies. They are whores, opportunists, and murderers too. 
170 
But they are also symbols of virginity, benevolence, sacrifice, commitment, 
dedication and devotion in the last plays. Thaisa in Pericles, Imogen in Cymbeline, 
Perdita in The Winter's Tale, and Miranda in The Tempest are characters as pure 
as morning devir, as innocent as a newly born babe, and as beautiful as rose. 
Shakespare has taken almost a U-turn in the last plays about the women as if he 
wants to change our perception about them as he painted in the tragedies. However, 
a similar character like Lady Macbeth also appears in the form of the queen in 
Cymbeline, and Dionyza in Pericles, but they are not allowed to dominate. Their 
wicked designs are destroyed by the benevolent powers. An illicit relationship like 
that of Hamlet's mother and his uncle is also described in Pericles with reference to 
Antioch and his daughter but they are not allowed to survive, and are set on fire. 
We also find a character like lago called lachimo in Cymbeline but again, he is not 
able to harm Imogen as lago harmed Desdemona and Othello. Unlike lago 
lachimo repents at the end . Thaisa and her daughter Marina in Pericles, Imogen in 
Cymbeline, Hermione in The Winter's Tale, and Miranda in the Tempest, turn out 
to be the most benevolent characters. 
The heroines of the last plays are almost perfect. Gervinus declares that 
q 
"Imogen is, next to Hamlet, the most fully drawn character in Shakespeare's plays" . 
Harold Bloom. Shakespeare's Romances. Philadelphia: Chelsea House,2000.p.84 
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The characters are generally very simple, and "They are characterized by three 
virtues: the naive girl, the queenly woman, and the tragic victim." 
The new generation in the Last plays is responsible for the reconciliation of 
their parents. For example, Marina breaks the prolonged silence of Pericles. The 
latter returns to a world where there is joy, love and peace. Guiderius and Arviragus, 
Imogen and Posthumus fight for the British army, defeat the Romans and become 
the main source of reconciliation of their families in Cymbeline. Perdita and Florizel 
reunite Leontes and Polixenes in The Winter's Tale. The king of Bohemia and the 
king of Sicilia become good friends. Miranda and Ferdinand unite all the rivals in 
the Tempest. At the end, it is the benevolent design that pervades the last plays. 
In the last plays, the hero acquires self-knowledge after going through 
suffering. In all the four last plays someone is lost and ultimately found. The major 
characters are responsible for the loss, and the reconciliation is the result of 
repentance. Nature is also shown as essentially benevolent, though capable of raging 
storms. Nature has a healing power that teaches virtuosity which ultimately leads on 
to happiness and joy. 
Another characteristic feature of the last plays is the motif of journey. In each 
of the late plays the character goes on a journey, and this journey essentially leads 
••ibid 
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on to the final reconciliation. In The Winter's Tale the journey motif is less clear 
than in The Tempest, but nevertheless it exists. Perdita makes a journey to the land 
of the shepherds, to the world of natural virtue, as opposed to the dreary world of 
Sicilia. Similarly, Hermione performs a symbolic journey to the underworld because 
she remains "underground" for a period of sixteen years waiting for the recovery of 
her lost child. Leontes is left alone in the court grown indifferent to him. Paulina 
constantly probes his conscience. Imogen too makes a journey from the court to the 
forest for exploring the truth. Pericles travels and reaches Antioch for marrying 
Antiochus' daughter. His mission fails at Antioch but succeeds in Pentapolis. 
Cynthia Marshall finds "An inherent motif in each of Shakespeare's last 
plays is afterlife—or the return of the dead" . Characters that have been lost for 
years suddenly reappear and thus seem to have come back, tantalizingly, 
from the grave. The sense of a resurrection or quasi-resurrection having taken place 
is a recurrent motif in Shakespeare's comedies as well, while the countervailing 
frustration of a failed resurrection figures prominently in a number of the tragedies. 
Shakespeare's quasi-resurrections have their ultimate roots in the world of classical 
comedy and romance, one of whose conventions is the recognition scene in which 
characters separated by various means—shipwreck, abduction, wandering, a sleeping 
potion, even disguise—rediscover one another in a joyous reunion. 
Cynthia Marshall. Last Things and Last Plays: Shakespearean Eschatology. Southern Illinois University Press. 1991.p.40 
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when the characters reunite, one of the initial reactions—so strong is the behef 
that the lost person died—is that he or she has been miraculously resurrected 
from the dead. What happened instead was merely a separation and subsequent but 
false presumption of death. 
Time, growth, decay and regeneration are yet another feature of the last 
plays. The theme of time, however, pervades The Winter's Tale, because it is Time 
who manages to restore peace to the scarred spirit of Leontes. But the cycle of Time 
covers the cycle of growth, decay, and regeneration in humankind as well as in 
Nature and the emphasis in The Winter's Tale is continually on regeneration and 
fertility. In fact in some ways the whole play can be read as a fertility myth or 
allegory. Perdita and Hermione disappear: Hermione in effect goes to the 
underworld, so also does Perdita as in the Proserpine (Persephone) myth, while the 
pregnancy of Hermione is discussed by her ladies in terms of a frank joy in fertility 
and the renewal of human life. Similarly, in the long fourth act of The Winter's Tale 
Perdita in her own speech expresses the same joy in the fertility and creative power 
of nature, which also has educative and regenerative powers. Perdita herself is a 
product of the educative power of nature, uncorrupted by civilisation and the court. 
Finally, the marriage of Perdita and Florizel in itself stands for procreation, for 
regeneration and for fertility, while the recovery of Hermione for Leontes makes the 
winter of their age a new spring. At the same time they can see themselves when 
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young in the persons of the children and in that respect they achieve immortality, a 
theme also common in Shakespeare's sonnets. Leontes, Polixenes, and Hermione 
pay their debt to Time. But in the marriage of Perdita and Florizel they are in effect 
born again, and thus they also have defeated Time. 
The characters apparently dead are found to be alive in the last plays. Cleon 
and Dionyza think Marina is dead in Pericles. Pericles thinks that Thaisa is dead 
and throws Thaisa's supposed dead body from his own hand into the sea. He 
completely alienates himself from the worldly life after seeing the fake monument of 
his daughter Marina. Cymbeline's long-lost sons, Guiderius and Arviragus, remind 
us of the lost children of Pericles and Leontes. Guiderius and Arviragus think that 
Imogen is dead, and even prepare to bury her. Solemn music sounds at her 
supposed death. Posthumus, too, is led to think that Imogen is dead. Alonso in The 
Tempest believes that his son is no more alive. Ultimately, what is discovered at the 
end of the play is that Imogen, Thaisa, and Ferdiand , Perdita all are alive. 
The forgiveness of enemies is yet another concept to which Shakespeare often 
returns to in the Late Plays. For example in The Tempest, Prospero spares his 
brother, Antonio, forgives the king of Naples Alonso, and lets off Caliban. In 
Cymhehne, Imogen forgives Posthumus. Cymbeline offers a general pardon. 
Belarius, prisoners of the Roman army and lachimo are all forgiven. After all 
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suffering and punishment endured by Leontes, Hermione forgives him too, in the 
The Winter's Tale. Thus, forgiveness is a dominant motif in the last plays of 
Shakespeare. 
The culture of Elizabethan age is deeply imprinted in the last plays of 
Shakespeare. It is true that all art bears the imprint of its historical epoch, but great 
art is that in which this imprint is most deeply marked. E. M. W. Tillyard in 
Elizabethan World Picture exemplifies this approach to Shakespearean criticism, and 
despite the disfavor into which Tillyard's theory has fallen, all cultural studies in 
some way share its most basic assumption, that literature is embedded in a particular 
culture. The last plays portray benevolence as a dominant theme, which is also a 
dominant feature of the Elizabethan culture. 
The role of Divinity is portrayed in a very emphatic manner in the last plays 
of Shakespeare. Good characters are rescued from tyrants in Pericles, Cymbeline and 
The Winter's Tale. Innocents are resurrected from death by intervening deities such 
as Diana, Jupiter and Apollo. The characters also receive counseling and medical aid 
from Helicanus and Cerimon in Pericles, Belarius , Pisanio , and 
Cornelius in Cymbeline, Camillo and the talismanic power of a chaste maid 
Paulina in The Winter's Tale , Prosper© is a central character who uses supernatural 
power to redeem an entire ship of state. He also receives aid from a wise counselor, 
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and is inspired by an angelic daughter. He controls the "spirits" who helps in 
working out a benevolent pattern in the play. 
The last plays of Shakespeare are termed as "romances" by Edward Dowden. 
Dowden finds similarities between the last plays and medieval romance literature. 
However, we find that romantic notions culminate to divine act of marriage in the 
last plays. For example, in Pericles Pericles-Thaisa come closer to each other before 
marriage, in Cymbeline Posthumus-Imogen meet secretly in the court, in The 
Winter's Tale Flrizel-Perdita too, meet each other, and in The Tempest Ferdinand-
Miranda discover a new world. The romance culminates into the divine act of 
marriage in the late plays of Shakespeare. 
The sea plays variant roles in the last plays. Sometime it is a sea of birth, and 
at another time it is a sea of death. The same sea is also a sea of re-birth on some 
other occasion. Interestingly, it is fiirious at one time and benevolent at another. 
Marina is born in the sea. But Thaisa's supposed death takes place in the sea on the 
same ship where Marina is born. Marina is reborn to her father Pericles on the sea-
shore of Mytilene. Thaisa's supposed dead body floats in the sea and reaches 
Cerimon, a physician who resurrects her with the help of fire and music. Prospero 
and Miranda are left to die in the sea in The Tempest by Antonio. The same sea 
brings them to an island where he was able to raise a tempest in the sea to punish 
his enemies. The same sea is calm and quiet when Alonso and Prospero sail to 
Edward Dowden. Shakespeare: A Critical Study of His Mind and Art A875) 
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Milan to start a new life. The sea is sometimes so outraged that it drowns the entire 
crew members who bring infant Perdita to leave her at the mercy of nature at the 
sea shore of Bohemia in The Winter's Tale. 
Thus, the last plays of Shakespeare follow a systematic benevolent pattern. 
The supernatural powers play important role in accomplishing the benevolent 
design of the play. Some of the characters are not only benevolent, they are like 
saints. The central characters in the last plays 'smile out of extremity'. Women are 
raised from the level of prostitution to the height of virginity. They are symbols of 
benevolence and sacrifice. They are almost perfect. The hero acquires self-
knowledge after suffering. The characters apparently dead are found to be alive. 
Enemies are forgiven. The romantic notions culminate into the divine act of 
marriage. The sea plays variant roles in the last plays. The new generation is 
responsible for the reconciliation of their parents. The characters are redeemed, 
reconciled, and resurrected after repentance. 
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